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Abstract
This thesis is an ethnographic and historical investigation into the roles and meanings of
Western classical music Mumbai and Goa, India. My core argument is that the values and
ideologies held by those involved in Western classical musicking in Mumbai do not always
correspond with local values and ideologies prevalent in the city. Tensions are thus created, as a
transnational music historically rooted in European high art cultures meets local values in a post-
colonial site.
Chapters one and two present a historical account of Western classical music in Mumbai.
Drawing on extensive archival research as well as on oral histories, I outline how Western classical
music was established in the city, and what it meant to the communities involved in it. The rest of
the thesis is based on ethnographic fieldwork undertaken in Mumbai in 2014 and 2015.  In chapter
three I take three case studies, a local music competition, an amateur orchestra and a Catholic choir,
to explore various ways in which Western classical music can be employed as signifier of, and can
participate in the construction of, multi-layered and nuanced identities.  I show how practitioners of
Western classical music in Mumbai are subject to questioning from within the locale and from
international audiences regarding their identities as Indian Western classical musicians. Chapter
four focuses on the Symphony Orchestra of India. In the first section of this chapter I place the
orchestra within local discourses about social status and class. In the second half, I unpack the role
of the orchestra within cultural diplomacy, and question its significance an internationally
recognised marker of soft power (Nye 1990). Chapter five focuses on the role of Western classical
music within social development projects.  I suggest that ideologies and values underpinning
notions of music being an agent for social change do not always correspond with local ideologies
and values. I question the ethics and effectiveness of three socially focused music projects in
Mumbai and Goa.  In chapter six I examine music education praxis in Mumbai. Taking Lucy
Green's argument that education participates in the construction and perpetuation of ideologies
about musical value as my starting point (Green, 2002), I suggest that music schools and music
curricula within local International schools legitimise Western classical music as an academic
discipline, and have the capacity to influence local ideologies about the value of Western classical
music. 
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Introduction 
This thesis is about the roles and meanings of Western classical music in Mumbai, India.  It
provides a historical account of Western classical musicking in Mumbai, which is based on archival
research and oral histories, and an ethnographic exploration of the scene, which is based on a year-
long period of fieldwork undertaken in 2014 and 2015.  In this thesis I discuss Western classical
music in relation to local, national and global identities, to nation building and soft power, to social
development and to music education. My core argument is that the values and ideologies held by
those involved in Western classical musicking in Mumbai do not always correspond with local
values and ideologies prevalent in the city.  Tensions are thus created, as a transnational music
historically rooted in European high art cultures meets local values in a post-colonial site.  
Background
My interest in Western classical music in Mumbai stemmed from a short period of working
in the city in the summer of 2012, when I had volunteered to teach in India as part of a scheme
placing UK-based music teachers in schools and music centres across India, an activity founded on
a desire to spend more time in the country, and to perhaps even find a job there after my MA was
completed .  My two-month long placement, which primarily involved teaching classroom music in
a large international school in the suburb of Navi-Mumbai, was originally undertaken for the
purposes of gaining experience of living and working in Mumbai: I had visited the city previously
and enjoyed its pace and vibrancy.  However, through my teaching work, and through the musical
relationships I built, I was able to gain an unexpected insight into the Western classical music scene
in the city.    
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As the weeks progressed, I discovered that there was a small but active Western classical
music scene in Mumbai, with one established amateur orchestra, one professional orchestra, a
number of choirs, and a plethora of music schools.  Myself and two fellow volunteers from the
same scheme spent some of our time working in these schools, teaching piano to the children of
Mumbai's affluent middle classes.  We also volunteered in several schools for under-privileged
communities: we were keen to feel as though we were making a difference to the lives of children
living in extreme poverty.  We found that music education was in high demand, and we were
constantly busy.       
Questions presented themselves. Which local communities were involved in Western
classical music, and what did their involvement signify to them, as well as about them?  How was
Western classical music in Mumbai perceived and received by those playing it, and by the wider
community?  How were Indian performers of Western classical music received transnationally?
What did the presence of a professional symphony orchestra signify about Mumbai?  What was
Western classical music's role in social development projects?  What was music education
contributing to ideologies surrounding musical value in the city?  These questions, which had not
been addressed in any prior research by other scholars, formed the basis for this project.
This thesis was proposed as an ethnographic study, which was to be based on research I was
to conduct during a period of fieldwork in 2014 and 2015.  Once I commenced fieldwork I quickly
became a participant in the Western classical music scene, joining several ensembles, including the
Bombay Chamber Orchestra (BCO).  My first concert with the BCO was in May 2014.  
The week before the concert I would wake up at 5.30am in my apartment in Mumbai whilst
it was still dark.  Carrying my viola, I would walk a short distance to the nearest taxi rank, the five
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minutes of exercise feeling like an ordeal in the thick-aired heat.  The drive south along the empty
sea-link road watching the sun rise hazily over the city's skyscrapers was always my favourite part
of the journey, and at 6.45am, I would arrive at a school building in the Fort area of South Mumbai
in full blazing morning sunlight. 
Throughout the two previous months the orchestra had met for a few hours every Sunday
morning under the baton of Mr Alaric Diniz, longtime member and clarinetist, but for the week
before the concert we met each morning at 7am to intensively rehearse with a professional guest
conductor, Leonti Woolfe from Israel, for an hour and a half before work or school. 
May is the hottest month of the year in Mumbai. When I arrived in the city in January it was
already sweltering and sticky, but friends kept telling me, wait until May, in May you will
experience the real summer heat. When May finally arrived I understood. The heat, which had been
steadily building through March and April, was something I had never experienced before, it was
oppressive, humid, relentless, exacerbated by Mumbai's densely packed housing and choking
pollution, not even letting up during the night time hours.  
I felt a little embarrassed to admit that I travelled to BCO rehearsals by taxi: some of the
musicians in the orchestra rose at 4am and travelled in the heat by train for over an hour, only to go
back again to attend school or work in the northern suburbs.  Many had been in the orchestra for
years, some for decades: the BCO inspired the highest levels of dedication.  The school hall we
practiced in, though large and airy, did not have air-conditioning, and for that week we would sit
every morning under whirring fans, hot and tired but determined to work hard to put on a concert of
which to be proud. 
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I had been invited to play in the BCO after telephoning its founder, a vivacious octogenarian
Parsi lady named Jini Dinshaw, at the beginning of 2014.  I had called asking to meet and interview
her about the BCO, having already established that the orchestra and Miss Dinshaw were
considered stalwarts of Mumbai's western classical music scene. 
Miss Dinshaw (generally called 'Miss Jini', in affectionate deference, by members of her
orchestra), however, was more interested in how I could help her, and immediately asked me to
play in the viola section, which was low on numbers.  I had not brought my viola with me to India,
partly because my cheap airline ticket only allowed me to bring minimal baggage, and partly
because I hadn't really expected to play.  Miss Jini suggested that I borrow a viola, which I did from
another stalwart of the local scene, Furtados Music Store director Anthony Gomes, who was
himself an amateur violist.  Before I knew it I was the newest member of the BCO.  The first piece
we played in rehearsals was Mendelssohn's Hebrides Overture, a piece I had played as a teenager in
my youth orchestra in Sheffield, and again with an amateur orchestra in London.  I felt very at
home.  
Illustration 1. The Bombay Chamber Orchestral in rehearsal. May 2014. 
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Similar things happened throughout the first month of my fieldwork.  When I visited the
Mehli Mehta Music Foundation (MMMF), a music school specialising in piano tuition, I was
immediately asked to step in and teach, as one of their regular piano teachers had suddenly left her
post.  As I had worked as a piano and strings teacher in London, I was happy to continue teaching in
Mumbai, it gave some much needed extra income, and meant that I had full access to the school and
the students, even if it did mean continuing to work on Saturday mornings as I had done for years
previously.  Similarly, my initial meeting with Furtados School of Music (FSM) resulted in my
being recruited as a teacher-trainer, using my decade of experience as a music teacher in the UK to
help develop their fledgling classroom music curriculum.  I was asked to play viola with a group of
string players called the Phoenix Chamber Soloists, to do the occasional function gig, and to listen
to mock examinations for friend's students.  Later in the year I spent some time volunteering,
teaching keyboard to music teachers at Muktangan, a school serving disadvantaged communities in
the centre of the city.  I attended every concert possible, spending many evenings at the National
Centre for the Performing Arts (NCPA), at the very southern tip of the city.  Essentially, I found
myself unable to be an 'observer' of the scene in the city.  As a professional (Western classical)
music teacher and amateur viola player and pianist, my skills were in demand: I was sucked in. 
However, as my ethnographic research got underway it became clear to me that the Western
classical music scene in Mumbai in 2014 had been preceded by a long and complex history.  My
informants would refer to events which had happened decades earlier, or would discuss musicians
or key figures whose influences were still being felt years after their deaths.   More questions began
to present themselves.  When and how had Western classical music become established in Mumbai?
How had historical events, attitudes and values shaped contemporary musicking in the city?  I
became aware that a knowledge of the history of Western classical music in Mumbai was
necessary; it would facilitate a deeper and more nuanced understanding of my ethnographic data.
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This realisation led to a period of extensive archival research, which I undertook after returning
from the field1.  This research, supplemented by oral histories that I collected in Mumbai, is
presented in chapters one and two.  Chapter three to six are based on my ethnographic fieldwork.  
 
In taking Mumbai as a specific locale to examine a transnational music, this thesis considers
the city's role in shaping Western classical music as a global cultural form, as subject to, and a part
of, global flows (Appadurai 1996).  As Mina Yang argues, 'it is no longer possible to speak of
culture as monolithic or pure; rather, culture today is comprised of a highly hybridized set of
practices inflected by both global and local trends' (Yang 2007:3).  Mumbai was a site in which
meanings of Western classical music were in negotiation, and in which discourses surrounding the
global and the local were fore-fronted, complicated by post-colonial tensions, by Mumbai's status as
an emerging global city, and by sometimes conflicting ideas of nationalism and globalism.  It was
also a site that I knew well, having spent some time teaching and building contacts in the city prior
to starting this research project, as I mention earlier in this introduction.  There had never been an
in-depth study of the Western classical music scene in Mumbai, despite its long history: I saw an
opportunity to contribute original research which would be of interest to Mumbai's residents, as
well as to the transnational scholarly community. 
The choice to research Western classical music (rather than Indian music2) for this thesis was
a conscious one, and was based on my own prior musical expertise and experiences: I am an
ethnomusicologist with a background in Western classical music (I had studied a BMus before an
MA in ethnomusicology, I trained as a classical violist and pianist, and before my PhD studies I had
worked as a piano, upper strings and classroom music teacher in London for many years).  Bruno
1 I could not find any significant archived information about Western classical music in Mumbai in the city, with the
exception of a private collection of concert brochures kept by local pianist and conductor Parvesh Java. 
2 I had previously spent time in South India learning Carnatic music, and was at one point tempted to research this
genre. 
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Nettl has suggested as recently as 2005 that  many ethnomusicologists aspire to produce a
monograph entitled  'the music of the ....' at least once in their lives, calling such a work 'the meat
and potatoes book' (Nettl 2005:234).  For myself, monographs of this nature are built upon, and
perpetuate, notions of otherness, and are a manifestation of scholastic hegemony and chauvinism.
Many scholars are now choosing to focus on researching within their home locale or their own
musical culture(s) (Stock and Chou 2008).  As this thesis is about Western classical music, I
suggest that it falls in line with these more contemporary trends, and contributes to a newer field
within ethnomusicology: the ethnomusicology of Western art music (Nooshin 2011).  Key literature
situated within this emerging subdiscipline includes Nettl's Heartland Excursions (1995), Stephen
Cottrell's Professional Music Making in London: Ethnography and Experience (2004), and the
collection of articles in the special issue of Ethnomusicology Forum journal entitled The
Ethnomusicology of Western Art Music (2011).  
Literature on Western Music in India 
 
Western classical music in Mumbai has never been the subject of an in-depth study, and
Western music in India is under-researched.  Martin Clayton has commented on the lack of
attention that Western music in India has garnered from ethnomusicologists, writing, 'Westerners
have remained largely uninterested in that part of Indian musical culture that most wants to identify
with the West'3 (Clayton 2009:66).
Below is a review of relevant literature on Western music in India, which provides context
and background to my own study.  I include research about a multiplicity of Western music genres,
including jazz and rock; very little has been published which focuses on Western classical music in
3 Western music in India also is under-researched within Indian scholarly communities. 
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India specifically, a gap that this thesis goes some way to to fill.  I begin by looking at historically-
based works, and finish with ethnographic studies. 
In his book Music of the Raj: A Social and Economic History of Music in Late Eighteenth
Century Anglo-Indian Society (2000), Ian Woodfield provides a detailed historical account of music
making within the Anglo-Indian4 community in Calcutta in the 1780s.  He suggests that Western
music making in India at that time was enhanced by the arrival of a large number of European
women into the country - the wives of the East India company employees -  who contributed to
musical life by hosting soirées and encouraging amateur performances.  He situates Western
musicking in the 1780s as occurring almost exclusively within the Anglo-Indian community, and as
being a predominantly amateur and female pursuit, writing, 'Evidence of Indians actively engaged
with European music is extremely rare in the eighteenth century'5 (2000:45). He does, though, note
that some wealthy Indians were invited to 'English-style concert parties' (2000:151), and highlights
some early encounters between British and Indian musicians, pointing to the craze in the 1780s for
Hindoostani airs: Indian songs and melodies which were collected and transcribed by English
female musicians (2000). 
Woodfield describes Western musicking in India during the late 18th century as marked by
nostalgia and as providing a symbolic connection to Britain, noting the lengths that the British in
Calcutta would go to in their attempts to recreate 'an urban centre modelled on that of a typical
provincial town in England' (2000:9).  However, the singing of patriotic songs also, he suggests,
provided a means by which Anglo-Indians might assert moral, racial, cultural and musical
superiority over Indian citizens, thereby reinforcing the imperialistic mission and providing the
4 British residents of India. 
5 Woodfield does not mention military or missionary work. Charles E. McGuire, in his book Music and Victorian
Philanthropy: The Tonic Sol Fa System (2009), touches on the role of music in missionary work throughout the
British empire, although he does not mention India specifically. 
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British with a tangible sense of purpose (2000:138-9).  Richard Leppert also discusses the role of
music within the imperial project in his analysis of a colonial-era painting by Johan Zoffany6.
Leppert argues that music and painting were signifiers and transmitters of cultural values and of
social, political and economic structures in colonial India (1987).  For Leppert, Zoffany's painting,
which features an Anglo-Indian family around a piano, translates as imperial policy and cultural
chauvinism.  The image, Leppert suggests, 'fundamentally demands to be read as Harmony, Unity,
Order and (by association) Peace, justifies aggression for the aggressor' (1987: 68).  Bradley Shope
has similarly noted the role of music in colonial India, writing, 'Music was a crucial element in the
construction of identity among India’s British rulers who were charged with conquering a land in
which high Western art was virtually absent' (Shope 2008:275). Whilst Woodfield writes about his
British subjects with a degree of sympathy, suggesting that there was a 'a certain sense of respect'
(2000:177) on the part of the British towards Indian music and musicians, Leppert paints a starker
picture, writing, 'racial estrangement, based on an economy of colonialism and an ideology of
cultural superiority, was obvious at all levels of society and personal interaction' (Leppert 1987:66).
Woodfield, Leppert and Shope present Western music in late 18th century India as playing a
role in projects of imperialism, and as existing almost entirely within the social spheres of the
Anglo-Indian communities.  However, there is evidence that by the late 19th century Indian upper
classes were actively engaged in Western music.  Charles Capwell has documented the National
Anthem Project of 1877, which saw Indian scholar, musician and musicologist Sir Sourindro
Mohun Tagore given the task of translating 'God Save the Queen' into Bengali and of finding a
suitable melody for it.  Capwell suggests that SM Tagore's interest in Western music and his
support of Queen Victoria was ‘resonant with the concerns and interests of his class' (Capwell
1987:408).
6 The Morse and Cator Families, painted by Johan Zoffany c.1784
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Capwell highlights how the introduction of the British National Anthem to India was both
political and social in aim. Queen Victoria had been declared Empress of India in 1877 after the
British government took over the running of the country in 1858 and the Crown took all Indian
possessions, administration, and armed forces from the East India Company.  The national anthem
would, it was hoped, promote loyalty to the Crown, encourage a sense of personal connection to the
Queen, and help to instil Western values into colonial India (Capwell 1987).  The elevation of
music as an art form would correct and raise the 'general moral tone of the people' (Rev. Canon
Harford 1883 in Capwell 1987: 413); people who were at that point considered 'depraved' and
'brutal' (ibid).  Capwell's research reveals that Western classical music in 19th century India was
still explicitly bound up in wider projects of colonial control and hegemony. 
Some primary resources that give small glimpses into India's Western classical musical life in
the early 20th century take the form of letters to the Musical Times.  In 1922 S.M. Everett, professor
of piano at the Calcutta School of Music, wrote to the Musical Times to complain about the
standard of musicianship in Bengal.  He asserted that teachers were unqualified and that many
students spent a full year learning three Trinity College of Music examination pieces, and had no
other musical knowledge.  In India, he said, 'musical ignoramuses are legion' (Everett 1922:508).
Everett also complained that the state of Bengal did not recognise musical examinations, a fact
which indicates that music was not considered a worthy mainstream subject at that time.  Whilst
Everett did not specify, one can assume that most of the students he referred to in his letter were
from the European community. 
Benjamin Easterbrook Angwin wrote to the Musical Times in 1936 to describe the musical
life of a prestigious military school named the Lawrence School, which was situated in the
Himalayan foothills.  The school's fully fledged music department educated the children in 'true
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English traditions' (Easterbrook Angwin 1936:228), playing them recordings of great artists 'so that
these children, many of whom have never heard a real orchestra, may get some true idea of the
classics' (ibid).  Easterbrooke Angwin's record of the school's lecture series, which included lectures
entitled 'English Folk-Song – Our Priceless Heritage', and, 'Modern English music is as good as that
produced by any nation in the world' (1936:229), highlights the ongoing role of music in
maintaining and strengthening notions and assumptions of British cultural superiority, crucial to the
colonial project which would have been, at that time, coming under growing pressure from anti-
imperialists within India7. 
Historians researching Western music in India in the early to mid 20th century have focused
on Indian rather than British musicking, noting Western music's role as an identity marker within
certain Indian communities.  Shope, in his essays Anglo-Indian Identity, Knowledge and Power:
Western Ballroom Music in Lucknow (2004) and The Public Consumption of Western Music in
Colonial India: From Imperialist Exclusivity to Global Receptivity (2008), situates Western jazz,
dance and popular music performance within Goan and Anglo-Indian8 communities in Lucknow
and in cosmopolitan centres such as Delhi, Calcutta and Bombay. Shope explains that the Goan
and Anglo-Indian communities at this time were often marginalised in India and treated with
suspicion both by their British rulers and by their local Indian community.  Western music provided
Goans and Anglo-Indians with an 'effective tool in promoting respectability and recognition of the
community within the socio-political system of the early twentieth century' (Shope 2004:181) and
provided a means by which Goans and Anglo-Indians might 'assert their identities as distinct from
other south Asians and highlight that their taste for music reached beyond the geographical
boundaries of India' (2004:181).   In this way, it could be argued, Goans and Anglo-Indians were
7 Although Easterbrook Angwin does not mention it, perhaps the looming threat of the 2nd World War also played a
part in the overtly nationalist nature and tone of these lectures. 
8  By which Shope refers to mixed race Indians (Indian and British), not British residents of India as in Woodfield
2000 and Leppert 1987
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using music in very much the same way as the early Britishers in India described by Woodfield
(2000) did: as a way to reach beyond their locale.  However, for Goans and Anglo-Indians in the
20th century, reaching beyond the locale was to sometimes reach to a space in which they were not
welcome, as racism was still prevalent within the British and European communities.  Jazz
performance, though, represented what Shope describes as ' a shift from an imperialist sensibility to
a more global receptivity' (2008: 272), circumnavigating the imperialist hierarchies established in
Western classical and military music, and allowing Goans and Anglo-Indians to find their own
voices in Western musical performance.  Gregory Booth has also suggested that Goan musicians
regarded jazz as 'progressive' (Booth 142); Western classical music, it appears, was still associated
with colonial and racist ideologies. 
Whilst Shope has discussed Indian participation in Western music in the early-to-mid-20th
century in terms of a divergence into jazz and dance genres, Booth, in his 2008 historical
ethnography Behind the Curtain: Making Music in Mumbai's Film Studios, writes about Western
music in the mid 20th century within the realms of the Bollywood film music industry in Mumbai,
which at the time, he asserts, was dominated by musicians who were engaged with, and trained in,
Western music9. Booth identifies Goan and Anglo Indian participation within this sphere, but also
mentions the Parsi community as integral to the film music industry10.  He provides evidence that,
by the mid-to-late 20th century, Western music performance had become so entrenched within
Mumbai's Goan Catholic community that it was generally expected that Goan Catholics would
become professional musicians, writing, ‘Social identity often has a direct impact on an individual’s
choices of occupation in South Asia' (2008:121).  Goan Catholics were, according to Booth, the
'gatekeepers of Western music' (2008:145); film orchestras were so heavily dominated by Goans
that non-Christian, non-Goans, according to one of his sources, were made unwelcome (2008:124).
9 Anna Morcom has examined  musical similarities between Hindi and Hollywood film scores (Morcom 2001)
10 The Parsi community are predominantly based in Mumbai and Gujarat, which would account for their presence in
Mumbai's film music industry, and for their absence from Lucknow's ballroom scene. 
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Scholarship focusing on Western music in post-colonial India11 shows how Western
musicking in the country took on further layers of meaning and nuance, as post-colonial discourses
influenced perceptions and receptions of a music associated with, and rooted in, the British raj.  
Booth has published two articles focusing on wind bands in India. Socio-Musical Mobility
among South Asian Clarinet Players (1997) gives a brief history of wind bands' introduction to
India, situating the clarinet firstly within the historical trajectory of military bands and then within
the film music and wedding procession industries.  In that article, Booth suggests that Hinduism's
ideas of ritual pollution (saliva on a clarinet reed being a pollutant) coupled with negative
associations with colonialist culture render clarinetists as low down on the socio-musical ladder
(1997).  However, in The Madras Corporation Band: A story of Social Change and Indigenization
(1996), Booth suggests that links between Western music and prestige are still tangible in modern
day Chennai, writing '[Wind bands] continued presence as musical symbols of status and prestige in
public and private settings demonstrates an ongoing relationship with the regions colonial past'
(1996:161). 
It is in Booth's, and to some extent, Shope's, work that we see evidence of Western music
being assimilated into, and refashioned within, Indian cultures during the mid to late 20th century,
outlined by Booth, who argues that the continued presence of wind bands in India 'expresses the
ability of South Asian cultures to refashion external cultural influences in ways that fit their own
patterns of social organization and suit regional cultural needs' (Booth 1996:61).
Clayton's recent ethnographic research into guitar cultures in India explores how shifting
notions of the global and local, complicated by post-colonial politics, are negotiated by India's
guitarists.  In Local practice, global network: The guitar in India as a case study, Clayton describes
11 From 1947 onwards. 
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the guitar as a global instrument which must be theorised locally (2009).  He points to tensions
between 'Indian' and 'Western' musics within India, suggesting that Indian musicians are sometimes
associated with ideologies of cultural nationalism, leaving 'Western' musicians in an 'accidentally
oppositional (anti Indian? anti musical?) limbo' (2009:66). In Rock to Raga: the many lives of the
Indian Guitar (2001) Clayton argues that attitudes to the guitar in India 'are bound up with attitudes
to ‘Indian-ness’ and to ‘the West’, as well as to concepts of Indian cultural identity and to notions of
‘tradition’ and ‘modernity’ (2001: 2-3), writing, 'For many people in India, ‘tradition’ is assimilated
to Indian-ness and ‘modernity’ to the West' (2001:26). 
In terms of situating Western music with specific communities in India, Clayton echoes Booth
and Shope by locating Western music within Goan, Anglo-Indian and Parsi communities, although
he allows that locally made rock music is increasingly associated with middle class Hindu and
Muslim communities (2001). He suggests that a global instrument can be linked to local
communities and can express specific social identities within local, national and global spheres
(2009:71). 
To conclude this literature review I summarise key findings.  It is clear from the historical
scholarship reviewed here that Western music was implicated in British colonisation, providing a
means by which the British could articulate their own (notional) cultural superiority over the Indian
population, thereby helping to justify the actions of the East India Company and the British Raj.
Alongside this, music, for the British, was also bound up with nostalgia; it demonstrated a
connectedness to their homelands beyond the locale.  Gradually Western music began to be
practiced by Goan, Anglo-Indian and Parsi communities, themselves occupying complex places
within colonial society, neither fully accepted by the ruling British colonisers nor by the local
Indian citizens.  As the 20th century progressed, Western music became very much associated with
24
those groups. 
Clayton asks, 'what do local theorists consider their own and what is other, what belongs, and
what is rooted here ... and even, who are “we”, who counts as Indian?' (2009:67).  It is here that my
own work  on Western classical music in Mumbai finds most resonance.  Is Western classical music
considered 'other' in Mumbai?  What identities are articulated through its practice?  For Clayton, the
position of the guitar in India is complex: it is a part of ongoing negotiations and discourses
surrounding cultural identities, notions of nationality and ideas of tradition and modernity.  I
suggest that my research on Western classical musicking in Mumbai can add another voice to these
discourses.
Western classical music: a critical frame of reference
Throughout this thesis I explore Western classical music in Mumbai from a number of
theoretical perspectives using a plurality of theoretical frameworks, and for clarity I discuss
literature relating to each argument as it occurs within my chapters.  There is, however, one trope
which I will discuss here in the introduction: arguments surrounding ideologies of universalism and
autonomy within Western classical music.  
During my fieldwork, I noted that ideologies of Western classical music being a universal
language and an autonomous art form were embedded within certain pro-Western classical music
local discourses in Mumbai, and were at the root of many of the tensions and debates surrounding
musicking in the city.  Mehroo Jeejeebhoy, founder and director of the Mehli Mehta Music
Foundation, the oldest established music school in the city, communicated a universalist position
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typical of many of my informants: 
So I still don’t like the term Western classical music. I think classical music is just
classical anywhere, it is something that has stood the test of time. You know, like,
Beethoven doesn’t belong to Austria or Germany alone, or artists like Picasso, just
because he was Spanish, his legacy is something that he has given to the world.  Just
like the music of Beethoven or Mozart, it is a legacy for the world to enjoy, not just the
West. (Jeejeebhoy. 2014. Personal communication: 5 December)
Universalist ideologies, such as the one outlined here by Jeejeebhoy, underpinned recurrent
local arguments for the cultivation, support and funding of Western classical music in the city,
arguments which I found to be frequently debated and challenged.  Western classical music was, for
its proponents such as Jeejeeboy, a universal language, as relevant and necessary to society in
Mumbai as to any other transnational locale.  It was autonomous, Western in name but otherwise
unbound to any particular society or culture. 
However, as I will argue throughout this thesis, Western classical musicking was imbued, for
some in Mumbai, with values and ideologies incompatible with local values and ideologies.  Zane
Dalal, resident conductor of the Symphony Orchestra of India, brought this point to my attention
early on in my fieldwork, telling me, “We are going to talk about how the symphony orchestra is at
odds with the ground it stands on” (Dalal 2014. Personal communication, 3 February).  Western
classical music was viewed by some, particularly by Mumbai's ruling right-wing Shiv Sena party,
as rooted in, and as a signifier of, European cultures historically associated with colonialism.    
As I will make frequent mention of musical universalism and autonomy throughout this
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paper, I now explore, in some detail, scholarship surrounding these concepts.  
Western classical music as a universal language
The supporters of what is broadly called classical music often praise its ability to
express the natural and eternal qualities of the human condition.  (Green 2008:7)
 
Mari Yoshihara provides a framework with which to discuss responses to the ideology of
universalism within Western classical music.  She divides opinion into two positions: 'universalist’,
a position which refutes connections between nationality/ethnicity and music making, and
‘particularist’, a position which sees music making as culturally specific (Yoshihara 2007).  This
binary, though, implies a simplicity that belies the many nuances, contradictions and grey areas
within the debate, which I now outline.
John Drummond asks, 'Is aesthetic appreciation a function of biology or a function of culture?'
(Drummond 2005:5). The universalist answer would be that a person from any nationality or
ethnicity is capable of being moved, of experiencing emotion or of having an aesthetic experience
when listening to Western classical music.  Educationalist Terese M. Volk sums up this viewpoint: 
Listening to, performing, or composing music from any culture can lead to aesthetic
experiences for the students. The intrinsic value of music from any culture may be
appreciated to some extent by anyone, regardless of backgrounds. (Volk 1998 in
Drummond 2005:5)
27
A strong advocate for the universalist position, and a scholar who has attempted to critically
engage with and provide tangible evidence for the universalist stance, is Laura-Lee Balkwill.  In her
2003 PhD thesis Recognition of Emotion in Music: the influence of culture and auditory cues
(Balkwill 2003), Balkwill argues in favour of 'the existence of universal correlates of emotion in
music' (2003:60).  She offers evidence that suggests the existence of shared auditory cues in
emotionally expressive music from Western, Japanese and Hindustani traditions, finding that her
listeners were able to recognise, to varying degrees, music intended to evoke joy, sadness and anger
as distinct from one another in all three tonal systems (2003).  This recognition was facilitated by
‘psychophysical elements’ (Balkwill 2002, also Balkwill and Forde-Thompson 1999) such as
timbre, volume, pitch range, tempo and complexity of melodies and rhythms.  Balkwill, however,
bases her claims on a relatively small focus group listening to only three genres of music - Japanese,
Western and Hindustani - and she does find that sensitivity to complex emotional cues was
diminished in listeners from different cultures.  Such a small sample of musical styles cannot be
adequate in backing up a universalist position. 
Anna Morcom’s article An Understanding between Bollywood and Hollywood: The Meaning
of Hollywood-style music in Hindi films (Morcom 2001) is more specific, examining Hollywood
style music in Hindi film scores, asking why ‘Western’ or ‘Hollywood style’ music appears to be
able to communicate successfully to an Indian audience.  Morcom gives examples of musical
elements provoking similar emotions in Hindi film scores as they do in Western ones (high tremolo
delineating danger or fear for example).  Morcom, like Balkwill, focuses on physiological elements
and responses, i.e. a sudden loud chords delineating shock, suggesting, 'it does seem probable that a
musical effect is more likely to be applicable to a wider range of cultures or contexts if its
expression is rooted in a physiological response, and the more basic the physiological response is,
the more universal its potential is likely to be' (Morcom 2001:74).  
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Morcom does, though, point to musical elements that do not always delineate in the same way
in India as they do in the West: chromaticism and the whole tone scale, for example, which
delineate disturbance in India due to, Morcom suggests, their lying outside the scope of Indian
musical genres, but which are often used by Western composers such as Debussy and not
considered disturbing (Morcom 2001).  Here, in attributing the disturbing affects of the whole tone
scale and chromaticism to their absence from Indian musical styles Morcom aligns herself with
education scholar Lucy Green’s argument that familiarity is key to an understanding of musical
meaning: an unfamiliar musical element will result in a negative response and will cause
aggravation, regardless of what it delineates in its culture of origin (Green 2008). 
Christopher Small, meanwhile, takes a particularist critical approach, one which provides an
alternative theorisation of the responses of the listener:
People from other musical cultures, even musicians, who are unfamiliar with the syntax
of this music, on hearing the most ravishing (to our ears) harmonic progressions of
Schubert, remain as unmoved as a monolingual Englishman hearing Homer read in
ancient Greek.  (Small 1996:16)
According to Small, unfamiliarity is not met with aggravation, merely indifference.  Small
does not accept even physiological responses to Western classical music to be in any way universal
and suggests responses to it are entirely culturally dependent: a strong particularist stance which
seems to be rooted in not much ethnographic evidence.  Stephen Feld also takes a particularist
stance, arguing that musical sounds acquire meaning through social interpretation, interpreted by
the listener as a socially constructed being, with intra-musical sounds not integral to perceptions of
emotion (Feld 1994 in Keil and Feld 1994). 
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More research is necessary if there is to be conclusive evidence as to whether musical
meanings in Western classical music elicit universal emotional or aesthetic responses.  The above
theorists all suggest, to varying degrees, that cultural background does influence response. What is
worth bearing in mind though, particularly with regards to Green’s notions of familiarity, is that due
to global cultural flows – the international media, people, the internet, television etc - very few
musics are today not in some way globalised, and therefore entirely unfamiliar to a listener.
Morcom, for example, has pointed to one way in which Indian audiences are exposed to Western, or
elements of, Western music through Bollywood film scores, therefore one can assume that Western
classical music is not totally unfamiliar to Indian ears.  It is becoming less and less viable,
particularly within my sites of research, to discuss music as being geographically or culturally
bound, and therefore it is more and more difficult to frame discussions of universalism within
specific sites.  
Green’s argument that familiarity is fundamental to understanding musical meaning (2008)
sparks a more complex way of understanding universalism with regards to the performer.  If
familiarity is all it takes, then the notion that musical appreciation is biological, rooted in nationality
or ethnicity, is refuted. Western classical music could therefore be understood as universal in the
sense that everyone in theory, given appropriate education or experience, would able to understand
and respond to it, and crucially, to perform it, it authentically.  
This theory chimes with liberal ideologies summed up by Yoshihara, who suggests that 'to
think of musical understanding as geographically and culturally bound is not only provincial but
also racist' (Yoshihara 2007:199).  It harks back to Mantle Hood’s 1960 article The Challenge of
Bi-musicality, in which he uses the example of Japanese musicians playing Western classical music
to 'eliminate the argument that an alien musical expression has cultural or racial characteristics
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which make it inaccessible' (Hood 1960:55).  
Some scholars, however, have questioned the credibility and the sincerity of Western classical
music's universalist proponents, pointing to situations in which nationality or ethnicity has
influenced personal experiences of music.  Mina Yang has written extensively about South-East
Asian performers of Western classical music.  Unlike Yoshihara, her findings suggest an inbuilt
racism within Western classical music culture. Yang, in a biting attack, writes:
Although Asians have been playing Western music for over a century, and playing it
well, the essentialist idea that this music by natural rights belongs to Europeans – is on
loan to Asians on an interim basis – prevails. (Yang 2007:16)
Yang accuses Western audiences of essentialising Asian performers as ‘unfeeling technicians’
(2007:13), whilst simultaneously essentialising Western performers as possessing the heart and soul
required for authentic performances.  Yang also suggests that marketing ventures involving Asian
or Asian-American musicians foreground racialised identities, and that performers are forced to
exploit their Asian-ness and to play up to orientalist stereotypes in order to establish themselves on
the global stage (Yang gives an example of Vanessa Mae who recently recorded an album entitled
China Girl, the cover of which features Chinese lettering and a picture of Mae wearing traditional
Chinese clothes) (2007).  Universalist, for Yang, is ‘Europeanist’ (2007:1), with Asian participation
considered unnatural by Westerners.  Yang’s claims are somewhat validated by Yoshihara, who
finds that, 'the idea that classical music is a province of European descendants to which Asians – as
the racial and cultural outsider – are alien is not held exclusively by those ignorant of classical
music' (Yoshihara 2007:189).  Indeed, on this point she reflects the writings of Small, who
condemns America as having a ‘dismal tradition’ of producing classical composers, 'because this
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music had, and has, no organic relationship with indigenous American culture' (Small 1996:137).
A personal account of a musician who felt restricted by her national identity has been
provided by Roe-Min Kok, a pianist and scholar born in Malaysia.  Kok correlates her own desire to
become a musician, to learn the piano and do her ABRSM12 grades, with a deeper desire to ‘become
British’ (Kok 2011:82).  This desire echoes a theme common in post-colonial theory, described by
Robert Young as a postcolonial ‘desire to become white’ (Young  2003:23), a condition he suggests
is part of the process of negotiating between layers of different value systems, changing race and
class by assimilating the dominant culture (2003:33).  The notion that Western classical music
articulates a separation or distancing from ones national identity, and a conceptual move towards
the adoption of a Western identity, is one which speaks to post-colonial discourses, and echoes a
much-theorised phenomenon in the colonial encounter whereby colonised elites identify with and
emulate the coloniser (Nandy 1980, Fanon 1967, Memmi 1965 in Luhrmann 1996), an
identification ultimately flawed as the colonised can never 'achieve whiteness' (Fanon 1967 in
Luhrman 1996:12).  
Kok was, as a member of a post-colonial elite, driven by a desire to become British that was
ultimately thwarted.  Her statements highlight conceptual ethnic and national boundaries drawn
around Western classical music, and the internal negotiation of identities which may occur in
players.   Yang sums up this predicament: 
Classical music finds itself at a pivotal moment, in which its previous stance of aloof
distance from the concrete and messy realities of race and other social exigencies is no
longer tenable. Meanwhile, stereotypes persist, and Asian musicians are faced with the
choice of either erasing their difference and being considered no better than a cultural
12 Associated Board of the Royal Schools of Music.
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mimic, or, in resisting that model, of foregrounding difference and conforming to
existing Orientalist frameworks.  (Yang 2007:22)
Yoshihara, however, provides a positive contrasting argument, suggesting that her Asian-
American informants take a stance indicative of 'universalist, cosmopolitan, humanistic ideals of
free will, independent from the bonds of nations and other forms of affiliations.' (Yoshihara
2007:199).  But why, if Western classical music is so bound up in notions of universalism, do Kok
and Yang express such strong feelings of exclusion?  Why are they so convinced that non-Western
players, performers and composers are unwelcome?
Timothy Taylor suggests that Western European modernity is predicated on a conception of
selfhood that was created in reaction to Europe’s Others, and is still strongly dependent on
constructions and conceptions of otherness (Taylor 2007:8), a theory summed up in the following
quotation taken from Stuart Hall: 'The English are not racist because they hate the Blacks but
because they don’t know who they are without the Blacks' (Hall 1989 in Taylor 2007:9). 
Taylor’s argument is that if the Other ceases to be recognisable as such, if they take on the
cultural tastes and habits of the Westerner, then how will the West define itself?  Arjun Appadurai,
in a similar critique, suggests that the concept of difference is the most valuable feature of the
concept of culture (Appadurai 1996:12).  Does a fear of homogenisation (perhaps alongside a sense
of cultural proprietorship) outweigh a liberal universalist rhetoric? 
The notion that ethnic background is important in Western classical music is one that is worth
examining closely; it is of vital importance in the deconstruction of universalist ideologies.  It has
been discussed by Nettl, who found that biological background - coming from a musical family or
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having strong family lineage -  is a way of proving legitimacy and authenticity in American music
cultures.  The audience, he says, must be convinced of the performers’ ‘belonging’ to the musical
elite, in either a real or simulated (through teaching lineages) biological relationship (Nettl 1995).
Although Nettl does not explicitly discuss ethnicity, his study does highlight a particularist ideology
located within the Music Departments of America’s music schools. 
Conductor Daniel Barenboim and cultural theorist Edward Said have debated the issue of
universalism through a different lens, focusing on the composer rather than the individual
performer.  They subscribe to the notion that when one performs classical music one articulates the
composer rather than the self, one becomes an interpreter, one loses a sense of the self and takes on
another identity (Barenboim and Said 2002).  This should indicate that the ethnicity or nationality of
the performer would not provide a barrier to authentic performance: it should be irrelevant.
Barenboim, in a way which repudiates ideologies of autonomy (discussed in more detail later in this
section) actively engages with a composer's nationality, describing how he feels German when
performing/conducting Beethoven, and how he feels it possible to have multiple musical identities,
implying that national identity, at least when performing, is flexible (Barenboim 2002).  However,
what the performer feels and what the audience accepts is, as Yang has shown, not always
congruous. 
Barenboim displays some inconsistencies in his theories: in discussing national sounds - a
‘French sound’, a ‘German sound’ - he articulates two viewpoints which appear to contradict each
other: firstly that a German will feel an atavistic connection to German music, a French person to
French music etc., and secondly that everyone can feel, understand and express these national
sounds (Barenboim and Said 2002).  To an equal degree?  Can these two seemingly incompatible
viewpoints possibly co-exist in the same conceptual sphere? Yoshihara reports similarly
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contradictory findings; her Asian-American informants tend to take a universalist stance, however
the same informants also feel that American orchestras play American music more authentically
than European ones (Yoshihara 2008).
The universalism discussed in discourses and ideologies surrounding Western classical music
is murky and unclear in its ideals.  The universalist position that champions Western classical music
as a universal language is subject, as I have shown, to accusations of speaking with only a European
tongue.  Further complicating the debate, globalisation now allows for huge diversity in musical
choices: musical identities are becoming fragmented and disconnected to national identities and
ethnic and national identities are no longer spatially bound and territorialised (Appadurai 1996: 48).
This clouds not only an individual’s sense of identity, but also their perceptions on universal or
global languages.  I argue that universalism is a nuanced ideology, and with credible arguments
available for both the universalist and particularist positions, the spaces between the two is where
one will find the most plausible debates. 
Western classical music as an autonomous art form
Autonomy is defined as ‘freedom from exertion or control, independence’ (Oxford
dictionaries 2013).  The notion that Western classical music is autonomous, independent, that it is
impervious to attempts to situate it within its historical, social or geographical context, that the
compositional processes involved in producing repertoire are somehow free from constraints and
influences, that music is divinely inspired, is one which underpins much of the rhetoric of
universalism discussed above.  The notion of autonomy is particularly resonant and relevant when
contextualised within a research project such as my own.
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John Shepherd, in discussing social meanings in a musical culture, puts forward two ways of
thinking:
[on one hand] a particular musical style carries the cultural and social implications it
does only because the group or society in question externally imposes a set of meanings
or significance on the music in a manner completely arbitrary to the music’s basic
structure [… ].  In contrast it is also possible to argue that the internal structure of a
musical style is of itself significant […] it can be asserted because people create music,
they reproduce in the basic structure of their music the basic structure of their thought
processes.  If it is acceptable that people’s thought processes are socially mediated, then
it could be said that the basic structures of different styles of music are likewise socially
mediated and so socially significant.  (Shepherd 1981:56)
 
Shepherd’s second suggested way of thinking about meaning in music - that its internal
structures are signifiers of its society’s cultural codes and ideologies  - is one that has been the
backbone of what one might call ‘traditional’ ethnomusicological study, with adherents to this
thought process producing what are regarded as seminal ethnomusicological works, a clear example
being Daniel Neuman’s The Life of Music in North India (Neuman 1990), in which he draws
parallels between the strict caste system of Hindu society and the rigid hierarchical nature of
Hindustani music. 
Nettl, Leppert and Taylor have all attempted to find evidence of Western social structures in
Western classical music, focusing particularly on those from the Age of Enlightenment.  Leppert
has argued that 'the conceptual/musical tools at the disposal of early Western musicologists, such as
staff notation and devices for measuring tunings, were musical manifestations of a scientific and
36
rationalistic world view embodied in the Enlightenment.' (Leppert 1987:76).  Leppert draws
attention to the 1722 work of Jean-Philip Rameau, Traite de l’harmonie reduite a ses principles
naturels, and suggests that Rameau’s definition of chord relations as hierarchical ordering and
rationalised movement with distinction between dissonance (conflict) and resolution is 'a musical
system congruent with eighteenth and nineteenth-century theories of political economy' (Leppert
1987:76). 
This notion that Enlightenment and post Enlightenment political, social, industrial and
economic systems, (particularly the hierarchy that exists within these systems) are reflected in
music has been expanded on by Nettl, who suggests that: 
...in the history of Western music, the standardization, maturity and eventual expansion
of the symphony orchestra, as well as its internal organization, correlate with the
development of European industrialization and the development of similarly artificial
persons, the corporations of business and industry. The symphony orchestra of Haydn
and Mozart coincides with the beginning of factories […]The orchestra is a kind of
army that reflects a structure found in the military domain of culture that closely reflects
important parts of Western social structure.  (Nettl 1995:34)
Nettl theorises musicians’ roles in ensembles as reflective of the way people relate to each
other in society, pointing to divisions of labour and family units.  These, he suggests, are in turn
derived from organisational models such as 'government, religious, military and productive
organisations that are otherwise used in western society, and from the kinds of hierarchies on which
they are based' (1995:121).  The Enlightenment ideal of expansion and size is also one which has
been touched upon by Nettl, who suggests that 'what this society wishes for most is large amounts
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of goods and services to consume, and complex machinery for life and play, and thus the great
composers are most respected when they produce works of almost incredible sophistication,
complexity, and length'  (1995:40). 
Taylor has also linked the inherent meanings of Western classical music with the social
structures of the Age of Enlightenment, relating tonality and harmony with Enlightenment-era
Europe’s relationship with its colonies.  His argument centres around the idea that Western musical
tonality, with its tonic and dominant dichotomy, is a 'centre orientated structure with margins'
(Shepherd 1991 in Taylor 2007:28), and that the creation of this tonality was informed by Western
notions of dominant and subdominant cultural forms (Taylor 2007).  Taylor relates tonality to
geography; space with Europe at the centre represented by the tonic key and the colonies
represented by the dominant, subdominant or other related keys.  He correlates the harmonic
tonic/dominant relationship with a European 'ambivalence composed of both desire and revulsion
with the Other' (Taylor 1007:29).  Taylor draws in Susan McClary’s argument that subordinate
tonal themes and regions in classical works are generally perceived as feminine (McClary in Taylor
2007:20), suggesting that this corresponds to a Western tendency to characterise its subordinate
colonial subjects as feminine, again stressing the notion that the dominant force within music, the
tonic, represents the dominant global force - Europe. 
Taylor’s arguments, though compelling, do suggest an unlikely level of global awareness in
Enlightenment-era composers, as well as an assumption that composers actively sought to imbue
their compositions with global social structures.  Are we really to believe that composers had that
level of political awareness?  It seems improbable.  Meanwhile Nettl’s method of closely comparing
various Enlightenment social structures such as factories and armies with musical structures and of
viewing music as being directly influenced by these structures could be criticised as being overly
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literal. 
Shepherd’s first scenario (see above quotation), that a society imposes a set of meanings on
music, is one which appears more reasonable.  This theory is one that has been discussed by John
Spitzer.  In his 1996 article Metaphors of the Orchestra – The Orchestra as Metaphor, Spitzer
tracks varying conceptualisations of the orchestra along a historical trajectory.  The orchestra, he
argues, has gone from being conceptualised in terms of royal absolutism to as an army to as nature,
suggesting that, 'the meanings of the orchestra, like the meanings of other social institutions, are not
fixed but change with age, race, education, nationality, and social class' (Spitzer 1996:234).  Tina K.
Ramnarine has outlined a number of other instances of the orchestra being conceptualised as a
microcosm of society, underlining the notion that metaphors are dependent on their historical
context by giving examples ranging from a late-17th century model of subordination and divine
right authority, to an early-19th century model of voluntary association, to Small’s model of
industrial enterprise (Ramnarine 2012). 
In considering all this, one can discern that it is not entirely satisfactory to merely point to
hierarchy within Western society and find similar instances of hierarchy in musical practices.  The
intra-musical structures of Western classical music are not necessarily integral to its delineated
meanings.  Although Nettl has gone to great pains to debunk the pervasive theory of autonomy by
giving solid examples of art imitating life, the links between Western society and its ideologies and
Western classical music are more complex than a straightforward comparison of structures. 
It is perhaps more plausible to suggest that Western classical music, like any music or musical
form, may absorb different meanings to suit different agendas, and that it may be flexible and
represent different ideologies.  Indeed, as music migrates around the world, as has been documented
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in globalisation and diaspora studies (such as those found in Stokes ed. 1994 and Ramnarine ed.
2007), new meanings are generated and negotiated according to new contexts and ideologies.  As
Cottrell has noted, 'It seems unlikely that a performance of, say, Elgar’s Pomp and Circumstance
marches or Wagner’s Siegfried can mean the same to audiences in London, Dresden, Delhi and
Hong Kong' (Cottrell 2004:5).  It is therefore perhaps not ideal to look too closely at musical forms
for ideologies buried within.  As Spitzer has shown, these are perhaps all too easily appropriated in
the making of metaphors.  
The scholarly literature reviewed here highlights the complexities involved in discussions of
universalism and autonomy.  It is important to consider these discourses, as they inform a trope
which recurs throughout this thesis.  As I will show, universalist ideologies in Mumbai do not
always correspond with particularist values and ideologies prevalent in the city, and tensions are
created as meanings within Western classical music are negotiated and debated.  This thesis is not
intended to provide any conclusions regarding notions of universalism and autonomy within
Western classical music.  It will however, add another voice to these debates and discussions.  
Research Methodology
The first two chapters of this thesis are historical in content and are based on archival
research and on oral histories.  I have primarily drawn on newspaper articles digitally archived in
the British Library, the majority of which are from the Times of India13. Originally named the
13 The Times of India was not the only English language newspaper circulating in Bombay: a Bombay Madrigal
Singers' concert brochure printed in 1950 cites reviews from various local newspapers, including The Sunday
Standard, The National Standard, The Evening News of India, The Bharat Jyoti, The Movie Times, and Eve's
Weekly (Bombay Madrigal Singers 1950). The Bombay Gazette is also a potentially significant historical newspaper.
This thesis relies heavily on articles and letters sourced in the Times of India for two reasons, firstly because it is
digitally archived in the British Library and therefore easily accessible, and secondly because it, alongside the other
sources cited in chapters one and two, provide a wealth of information sufficient for a thesis of this length and depth.
The Evening News of India and the Bombay Gazette are held in the British library, however, I did not access them as
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Bombay Times until it changed its name in 1861, the Times of India was created in 1838 to serve the
British residents of India (Editors of Encyclopedia Britannica 1998).  Mr Hedley Sutton, British
Library Asian and African Studies reference team leader, describes the Times of India as, “the
leading English Language newspaper in India during the colonial era”, and as comparable to the
British Times newspaper in terms of its pro-establishment views, (Stutton 2018, personal
communication, 31 October), whilst social scientist Asima Ranjan Parhi has noted that, pre-
independence, the Times of India was associated with 'pro-administrative views' (Parhi 2008:34)
and was considered to be a 'staunch supporter of the British cause' (ibid).  However, since 1946
when the Times of India was sold to an Indian buyer (Kasbekar 2006), the newspaper has built a
reputation for accuracy (Editors of Encyclopedia Britannica 1998) and for covering a broad range of
interests (Parhi 2008:33).  It continues to be the most widely read English language newspaper in
India, and has the largest circulation amongst all English language newspapers in the world
(infoBharti 2018).  Over the course of the historical period covered in chapters one and two, the
Times of India regularly published concert reviews and letters concerning music and musicians:
these reviews and letters have heavily informed my chapters. Naresh Fernandes' book The Taj
Mahal Foxtrot (2012), and his website of the same name, have also been a key source of historical
information. 
When in Mumbai I spent many hours collecting data in the form of oral histories.  My
informants, many of whom were still teaching, performing, or working in music administration,
generously regaled me with their memories of key figures, of attending concerts or of performing in
ensembles, and were able to recall, with remarkable detail, concerts given by famous visiting artists.
Their memories have proven invaluable. 
they were not digitised at the time of research. The Sunday Standard and The Bharat Jyoti are held in The Library
of Congress in Washington, USA. 
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Because much of the Western classical musicking in Bombay/Mumbai14 over the years was
amateur and fairly small scale, I found little information about concerts, music societies or
individuals, either online or in text.  During my fieldwork I would sometimes ask my informants if I
could see any old concert programmes, letters, biographies, or any other documentation, and I
would be told that the whereabouts of such things was unclear, that somebody else must have them,
that perhaps they are lost, and so on.  The NCPA library did not hold an archive of concerts held in
the city or in its own concert halls, although it did keep a collection of  concert flyers. 
This is not to say that records did not exist in the city15, in private homes or offices, but I was
unable to find them, with one exception.  Parvesh Java, a pianist, piano teacher, conductor and
festival organiser, allowed me access to his personal collection of concert flyers, which included
concerts from the 1990s up until the present day, and one very special signed programme from
Yehudi Menuhin's visit to Bombay in the 1952.  I have drawn upon this material, which contained
biographies of certain key figures.
Throughout my period of ethnographic fieldwork in 2014 I employed a participant
observation methodology, as I highlighted at the beginning of this introduction.  I performed in the
Bombay Chamber Orchestra, I played the viola in several ensembles, I taught in music schools, I
provided teacher training, I attended concerts, I made friends.  I became integrated within Mumbai's
Western classical music scene.  I also conducted semi-structured interviews, which I recorded on a
14 'Bombay' became 'Mumbai' in 1995. 'Bombay' is an Anglicised version of the Portuguese 'BomBaim', which is
thought to derive from the phrase 'Bom Bahia' or 'Good Bay' (Beam 2008). 'Mumbai' is the name of the city in
Marathi, the local language.  The name of the city, and which name one chooses to use when referring to it,
continues to carry political significance, with 'Mumbai' often being associated with the ideologies of the right-wing
regionalist  Shiv Sena party. 
15 Or outside of the city. A huge amount of archived information in the form of public records, private papers,
documents and manuscripts can be found in the British Library's collection of India Office Records and Private
Papers, located in the British Library in London.  The 14 kilometres of shelving holds the archives of the
administration of East India Company and the pre-1947 government of India, alongside deposits of private papers.
A thorough search of these archives would potentially reveal an enormous amount of historical data pertaining to the
musical life of Bombay, however, as the archives are not yet digitised, and as I felt I had sufficient information in
the form of digitised archival sources, oral histories, and Java's private collection, I did not fully explore this
resource for this thesis.  
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small microphone or filmed with my camera, and transcribed.  Many of the voices of my informants
will come through in this text: pseudonyms have been used where requested by interviewees.  
Experiential participatory research methodologies based on meaningful face-to-face
interactions with individuals and communities have largely become standard practice for
ethnomusicologists undertaking fieldwork, as evidenced in much recent literature on the subject.
Gregory Barz and Timothy Cooley, in the introduction to Shadows in the Field: New Perspectives
for Fieldwork in Ethnomusicology (2008), give an overview of the trajectory of ethnomusicological
research, from early music collectors motivated by a desire to collect and document musics, to the
'standard mid-century' practice of twelve months in an 'exotic' locale (2008:13), to what they deem a
'new fieldwork', characterised by face to face interaction, temporal ambiguity, and shifting notions
of the global and the local (2008:14-15).  They characterise fieldwork as 'an inherently valuable and
extraordinary human activity with the capacity of integrating scholar, scholarship, and life' (Cooley
1997 in Barz and Cooley 2008:11)
Whilst my own fieldwork was founded on what may be now considered an outdated model -
a full twelve months in 'the field' - it was rooted in experiencing, engaging in, participating in, and
to some extent, contributing to, the scene in Mumbai.  I therefore had to consider my own position;
should I try, as much as possible, to become an 'insider'?  Should I consistently remind people that I
was an 'outsider' engaging in research, thereby potentially putting up barriers?  How should I
negotiate my own instincts, which were to get involved as much as I could, whilst also working
with a nagging notion that I, as a researcher, should attempt to be an impartial 'observer', a person
who was, in theory, going to write academically and dispassionately about a scene which meant so
much to people that I had formed real-life relationships with? 
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Nicholas Cook suggests that 'stable distinctions of insider and outside, Self and Other, emic
and  etic are no longer embedded in either musicological or ethnomusicological practice' (Cook
2008 in Bayley 2011:101), whilst Michelle Kisliuk argues that 'the deeper our commitment in the
field, the more our life stories intersect with our 'subjects', until 'Self-Other boundaries are blurred'
(Kisluik 1997:23).  However, other scholars suggest that researchers may not ever achieve a truly
emic perspective.  Deborah Wong, for example, insists that 'the ethnographer is always an outsider'
(Wong 2008: 82), suggesting that she, as an ethnographer, occupies a perpetually etic perspective,
even applicable to her relationship within a father-daughter duality (ibid).  Amanda Bayley, in her
ethnography of string quartets rehearsals, positions herself as a cultural insider, but writes, 'As a
researcher, an 'ethnomusicologist,' my role was not literally to 'take part in' but rather to “observe
whatever music related behaviours occurred customarily” (Stock 2004:17)' (Bayley 2011:101).
This suggests that whilst Bayley may consider herself as an 'insider' in terms of the music she was
studying, she employed  methodologies which placed her 'outside' of the action for the purposes of
research.  She writes 'as an outsider with an insider's knowledge' (Bayley 2011:101). 
Bayley's use of methodologies which separate her from her informants resonates with my
own work.  Occasionally during Bombay Chamber Orchestra rehearsals I would put down my viola
and stand up to take pictures with my camera, trying not to block anyone's view of the conductor,
whispering “sorry” or “ignore me” if anyone caught my eye.  After I was finished 'observing' I
would sit back down and resume 'participating', moving between the two roles within the same
space.  Similarly, I took pictures, shot videos and recorded semi-structured interviews with staff,
students and parents at the music schools I otherwise taught at, moving between my various
overlapping roles.  My personal relationships took on similarly layered qualities: sometimes I
would be talking or gossiping with a friend, sometimes I would be interviewing or observing the
same friend.  Ruth Hellier-Tinoco argues that 'a shift has occurred which places field relations at the
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centre of the epistemology of the fieldwork project' (Hellier-Tinoco 2003:25), and indeed, the
relationships I built, both in terms of my professional relationships at my places of work, and the
emotional relationships I formed, became integral to the success of my project.
Discourses from within the field of ethnomusicology surrounding fieldwork can be
criticised, though, for focusing too much on the musical 'insider/outside' debate, which, according to
anthropologist Michelle Biganho, stems from a tendency in ethnomusicologists to construct
musical participation as a 'privileged realm' (Biganho 2009: 30), which other anthropologists cannot
hope to access (Helen Meyers, in her 1992 article on fieldwork, appears to inadvertently prove
Bigano's point, writing as she does, “ethnomusicologists are more fortunate than anthropologists
and sociologists because the private feelings we study are publicly expressed in musical
performance.  Cultural barriers evaporate when musicologist meets musician” (Meyers 1992:31)),
as well as from an 'ethnocentric ideology that affords music an autonomous space' (Biganho
2009:30), something which she suggests contemporary scholarship should move away from. 
To think, then, beyond defining my position in the field using binary 'insider/outsider', or,
'participant/observer' frameworks, I turn to political scientists Candice D. Ortbals and Meg E.
Rincker, who suggest that researchers consider their identities in the field as multifaceted and
intersectional , taking into account gender, class, race and power (Ortbals and Rincker 2009).  They
point to complexities in relationships which can occur as a result of a fieldworkers identity or
identities16;  female researchers, for example, may find that they hold power over some informants
because of their class (as educated academics), but when interviewing male informants, particularly
if those males hold powerful positions in society, they may find they have less power (ibid).
16 This is not to suggest that ethnomusicologists do not consider these issues. Carol M. Babiracki, for example, has
written an account of her gendered experiences doing fieldwork in Indian villages as a woman (2008).  Babracki,
though, discusses her fieldwork through the lens of gender identity only, omitting to mention other factors which
would have contributed to her experiences, such as ethnicity, age and social class. 
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Relationships between the researcher and the researched are thus 'always entangled with systems of
social power based on gender, sexuality, class, 'race', ethnicity, age, (dis) ability and other factors'
(Vanderbeck 2005:388).
  As I outlined above, during my year in Mumbai I took on a number of roles alongside that
of researcher.  I taught, volunteered, performed, made friends and lived in the community, thereby
building a complex network of relationships in which my identity as a foreign, white, female,
unmarried academic researcher intersected with my other various identities as an employee,
colleague, ensemble member, friend and community member.  As a result, my positionality was
complex and fluid, particularly with regards to power and hierarchy.  My own privileged position as
a relatively wealthy, educated white foreigner was something I was very aware of when in the
general community in Mumbai, and, whilst in many of the musical social spheres I was moving in
the economic wealth and social status of the people I interacted with often counterbalanced my own
position of power (although this was not always the case when researching music within projects of
social development), my background in music academia, my ability to speak English and my status
as a teacher certainly opened doors (I was offered teaching positions, for example).  As a friend, I
had a responsibility towards my informants, knowing that certain information given to me in the
spirit of a close personal friendship should not to be used in this thesis (generally my friends would
make sure to tell me at the time if any information was confidential).  As a teacher, I had to balance
the needs of my students and my schools with my research goals.  It was ethically important to
ensure that all of the people I interacted with were aware of my identity as a PhD researcher, from
there further relationships were able to develop with the full knowledge and consent of each party. 
Another methodological question posed was; how much I should engage in activities that
would shape the very scene I was researching? Through the various roles mentioned above, I was
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actively engaged with shaping the musical practices and tastes of the students I interacted with, and
I contributed to the teaching cultures of the music schools I worked at, particularly Furtados School
of Music, where I worked as a teacher-trainer.  Hellier-Tinoco has written an article stressing
responsibility and reciprocity as key considerations when undertaking ethnographic fieldwork,
giving examples of ethnomusicologists who have engaged in reciprocal relationship models within
their fields (2003).  She quotes Daniel Sheehy as saying, 'It has been talked about in terms of an
ethical responsibility to 'pay back' those whose music and lives we study and make our livings from'
(Sheehy1992 in Hellier Tinoco 2003:20).  I saw it as ethically appropriate to use my skills wherever
asked: to ask my informants to be generous with their time and their stories, to allow me into their
lives and places of work, but to refuse to work for them on the grounds of being an 'observer' would
be, I suggest, untenable and unfair.  I was able to, in some ways, to reciprocate, to 'pay back' my
informants for their generosity to me, as well as foster goodwill, build trust, and, ultimately, to gain
a deeper and more meaningful understanding of the organisations I was working for17.  
Finally, I wish to draw attention to the issue of ethics  In terms of my day-to-day activities,
ethics were a constant consideration, especially as I was working with children, sometimes with
vulnerable children from disadvantaged backgrounds (chapters five and six are focused on music
education and music and social development surrounding children's music cultures).  I always
sought permission from parents and/or teachers before interviewing or conducting focus groups
with children, or taking photographs. 
17 A recent meeting of RHUL ethnomusicologists on the topic of fieldwork revealed a common trope; many of my
fellow researchers had found that they were as useful to their informants as their informants were to them, a
situation which, I feel, is a positive one, helping to move towards a more reciprocal and balanced fieldwork model. 
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Notes on the field
The Geography of Mumbai
Illustration 2. Map of Mumbai (Source: google maps)
Throughout this thesis I refer to various locations within Mumbai.  To give clarity and
context to these references I provide below a brief description of the geography of the city,
including two areas that I mention frequently: Bandra and South Mumbai, colloquially known as
'town'.    
Mumbai's functioning as a city is bound up with its geography.  Where one lives and where
one works has a huge impact on one's quality of life, one's social status and the types of activity one
engages in.  Mumbai is divided on two axes, north to south and east to west.  Most obvious is the
north to south axis; Mumbai is long and thin, with its cultural, economic and business centre located
on its southern tip.  The further north one travels, the further 'out' one is from what is considered to
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be the town centre.  Trains running north to south carry huge numbers of commuters to their offices
in town each morning, and then back to their northern homes each evening.  During the rush hour
commuters must travel in what is locally known as the 'super dense crush load', with 14 to 16
people squeezing into each square metre of carriage (Pai 2009).  Those fortunate enough to live in
town avoid this daily struggle, those in the far north endure hours each day squashed into the trains,
or sitting in grinding traffic on the roads.  With a few exceptions, house prices drop the further north
one travels: the most northerly suburbs are considered to be very poor locations.
The Western line, a suburban railway line running from Churchgate station in the south to
Virar in the north, further divides the city.  To the west of this line is the sea front and the most
desirable and expensive suburbs, including Bandra.  The west is where the city's millionaires live,
and where its middle classes buy apartments in new high rise blocks and shop in flourishing
shopping malls.  To the east lies cheaper and less desirable suburbs, the airport and many of the
city's slums, including Dharavi, the largest slum in Asia. 
South Mumbai, or 'town', as it is colloquially known, is located at the city's southern tip.  It
encompasses the areas of Colaba, Fort, Churchgate and Nariman point. With its sea breezes,
impressive colonial architecture and some of the most expensive real estate in the world, the
southern part of the city is traditionally the wealthiest and most prestigious area.  The south was
where the British Raj based their offices and homes; it is now the location of the majority of
Mumbai's banks, embassies, law courts and cultural institutions. The National Centre for the
Performing Arts (NCPA), which I discuss in detail in chapter four is located at Nariman Point, on
the southern tip of the city. 
Bandra, otherwise known as the 'Queen of the Suburbs', lies 20km north of Colaba on the
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western side of Mumbai.  With its sea-facing location, charming old Portuguese-style bungalows,
cafes, restaurants, shops and bars, Bandra is one of the most desirable and expensive parts of town,
favoured by expatriates, movie stars and Mumbai's wealthy business elite.  It is also historically the
home to a sizeable East Indian and Goan Catholic community, and is dotted with churches,
Christian iconography, Christian shrines, and Catholic schools.
Before it became the Queen of the Suburbs, Bandra was a sleepy village, separated from
Mumbai's southern area by a creek and a long train ride.  A Portuguese enclave until 1802, Bandra
did not officially become part of the municipality of Bombay until 1950, and it retained a sense of
being somewhat separate from the rest of the city.  Although it is relatively easy to reach South
Mumbai from Bandra, either on the Western railway line which runs every few minutes, or via the
newly built sea-link, many Bandra locals (particularly from the older generation) rarely venture
south, and likewise, many southerners never travel north.
The Parsi and Catholic Communities
Mumbai's Parsi and Catholic communities are integral to Western classical musicking in the
city, and as such are referred to throughout this thesis.  As there is a multiplicity of research already
published regarding Catholicism in India, and a smaller but still comprehensive body of literature
available about Mumbai's Parsi community, I will not go into detail here but will instead provide a
brief and concise introduction to these two communities and to their relation to Western classical
music.    
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The Parsi Community
The Parsi community in India follow Zoroastrianism, an ancient religion originating in Persia.
From the 8th to 10th centuries Zoroastrians in Persia were persecuted and fled to India, settling in the
western coastal state of Gujarat.  They began migrating to Bombay from the 1640s onwards.  The
Parsis in Bombay prospered during the British Raj: they spoke English and collaborated with the
British on a plurality of business, education and cultural projects, which often made them unpopular
amongst the rest of the Indian population (Bamboat 2015).  Due to their prosperity, however, the
Parsis influenced Mumbai enormously, as explained by journalist Sridevi Nambiar:
Today, Parsi heritage and influence can be found in every nook and cranny of the city –
from the various Parsi businesses that have steered the growth of the city, the premier
Jehangir Art Gallery, the landmark Taj Mahal Palace Hotel to the city’s historic Parsi
cafés. Parsi figures from Mumbai ranging from Sir Sorabji Nusserwanji
Pochkhanawala, one of the founders of the Central Bank of India and Pherozeshah
Mehta, one of the founding members of the Indian National Congress, to Cowasjee
Nanabhoy Davar who set up the country’s first cotton mill, leave a rich legacy revered
all around the country.  (Nambiar 2016)
Today the Parsi community is tiny in number: there only around 60,000 Parsis in India, most
of whom live in Mumbai (Murphy 2014).  There are concerns that the community will die out and
many call for it to modernise its strict rules regarding conversion and lineage in order to avoid
extinction (Sherine 2013)18. 
18 Children of Parsi women who marry out of the Zoroastrian faith are not considered to be Parsi and it is not possible
to convert to Zoroastrianism.   (Sherine 2013).  
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The Parsi community's links with Western Classical Music have been noted by several
cultural commentators, as well as by scholarly researchers, as I highlighted earlier in this
introduction.  In a newspaper article entitled Why Parsis love Western Classical Music, Aakar Patel
writes, 'Parsis have been immersed in Western classical music for a long time' (Patel 2009), before
suggesting that Parsis tend to make up orchestral audiences and organisers: Catholics are
generalised as musicians.  An article posted on a Parsi website suggests 'The Parsis are today solely
associated with Western classical music' (Parsi Khabar 2017), before pointing to Parsi contributions
to Hindustani music in Mumbai.  This thesis will not challenge the Parsi community's associations
with Western classical music: I found the community to be integral to the scene in Mumbai.  
The Catholic Community 
Christianity has been in India since St Thomas the apostle landed in the southern state of
Kerala in the year in 52 CE.  Portuguese proselytisation and intermarriage in Goa from 1510
onwards further established Catholicism in India, and led to a sizeable Goan Catholic population
(Clayton 2009).   
Despite its long history in the country, Christianity is marginalised and persecuted in India.
Recent reports suggest that anti-Christian19 sentiment, sometimes manifesting in violence, has
increased since the 2014 election of Narendra Modi's Hindu Nationalist government (Safi 2007),
propelled, according to Indian human rights activist and pastor Joseph D'Souza, by, 'The
propaganda that somehow Christians are working against India, against the interests of India by
trying to be Christians' (D'Souza 2018 in Jones 2018).  This portrayal of Catholics, echoed by
19 Muslim communities  in India have also been subject to increased levels of persecution since Modi's election
(Marlin 2018). 
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Clayton who describes how Catholics are can be seen as 'the enemy within' (2009: 6), is significant
when applied to Western classical music and the community: is Western classical music also
viewed as anti-Indian, as the 'enemy within'? 
Mumbai has a Catholic community of around 50 000, many of whom live in the suburb of
Bandra, which has been a Catholic enclave since the Portuguese ruled the area in the 16th and 17th
centuries.  When the British took over in 1665, Mumbai's resident Catholics began to refer to
themselves as East Indians, to distinguish themselves from Goan Catholic immigrants who had
similar Portuguese influenced surnames (Silgardo 2015).  Both Goan and East Indian Catholics
continue to live in Bandra and in small enclaves across the city of Mumbai. 
I noted throughout my fieldwork that the Catholic community in Bandra was largely English
speaking and middle class.  Like the Parsi community, the Catholics were associated with Western
classical music, although they was also actively and publicly involved in other Western genres such
as jazz and popular music (Fernandes 2012).  As with the Parsi community, this thesis continues
tropes within both scholarship and cultural commentary, and confirms associations between
Mumbai's Catholic community and Western classical music.   
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Thesis Structure Overview
Chapters one and two trace the history of Western classical music in Mumbai.  Chapter one
explores the story of Western classical music from 1869 to India's independence in1947, chapter
two from 1947 through to the present day.  These chapters are based on archival resources: chapter
two also includes data from oral histories that I collected in Mumbai.  In chapters one and two, I
outlined how Western classical music was established in the city and how it evolved, which
communities performed it and what it meant to them.  These chapters provide a historical and social
context to the ethnographic material presented in the rest of the thesis.  
Chapters three, four, five and six are ethnographic studies of the Western classical music scene in
Mumbai in 2014 and 2015. 
Chapter three explores Western classical music and identity. I use three ethnographic case
studies, the St. Andrews Bandra All Parish Zonal Talent Contest, the Bombay Chamber Orchestra,
and a Catholic choir named the Cadenza Kantori, to unpack how Western classical music plays a
role in shaping, negotiating, and maintaining complex, nuanced and overlapping local (subcultural),
national, and transnational affiliations and identities in Mumbai.
Chapter four examines the Symphony Orchestra of India. Firstly I situate the orchestra
locally within the city of Mumbai, positioning it within discourses of social class, status, and
globally-minded aspiration.  I then move on to place the SOI within discourses of nation building,
questioning the role of the orchestra as a marker of national development.  Finally, I explore the
orchestra's  transnational networks, looking at its role within cultural diplomacy and soft power. 
54
Chapter five examines the role of Western classical music within social development projects
in Mumbai and Goa.  This chapter is based on three case studies: music lessons at a municipal
school in central Mumbai, a charitable choral program for under-privileged children led by British
music educators, and an El Sistema inspired strings program based in Panaji, Goa.  I suggest that
the ideologies and values embedded in Western classical music development projects do not
necessarily correspond with the local ideologies or values, thereby creating tensions and
compromising effectiveness in instigating positive social change. 
Chapter 6 is about Western classical music education.  In the first half of the chapter I argue
that music schools in the city were contributing to the legitimisation of music as a discipline and of
music teaching as a profession.  In the second half, I discuss music curricula within Mumbai's
international schools. I suggest that through education, Western classical music was becoming
reified as a marker of global citizenship.  Taking Lucy Green's argument that “music education
participates in the construction and perpetuation of ideologies about musical values” (Green 2002:
208), I question the impact of Western classical music education on local ideologies about music
values.
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Chapter 1.  The History of Western Classical Music in Mumbai
part 1: 1869 – 1947
This chapter explores the story of Western classical music in the city of Bombay (as it was
then called), from 1869 to India's independence in1947, outlining and highlighting its multiplicity
of roles and meanings.  In this chapter I suggest that the Western classical music scene provided
Bombay's residents, both European and later Indian, with cultural and behavioural links to
European high culture, echoing previous research into Western music in India by Woodfield (2000).
I show that Western classical music, for its proponents, played a role in the construction of
Bombay's image as a successful, cosmopolitan global city.  I point to the significant role of the
Indian Parsi and Christian communities.  
I highlight how the values and aspirations of those involved in Western classical musicking
were not always met with sympathy within the locale: those working to create and maintain a
Western classical scene were, more often than not, met with apathy and disinterest, with the British
population too small to maintain a professional concert culture and Indian involvement restricted to
small numbers of Parsi and Catholic participants.  I position the Western classical music scene as
existing, often uneasily, in the complex and tense spaces between amateurism and professionalism.
I show how it existed with little monetary reward, little institutional support, in spite of crippling
government taxation laws, lack of unions, lack of professional opportunity and lack of structured
music education.  This chapter highlights how Western classical music was a labour of love for
those involved. 
Throughout the 19th century Bombay had become established as one of the key trading
ports of colonial India.  It became one of the primary cities of the British Raj, alongside Calcutta,
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Delhi, Chennai and Lucknow.  British residents living in Bombay would have experienced a steamy
tropical climate, tropical diseases, a growing cotton industry, huge amounts of shipping and trading,
a lack of electricity, the formation of a Municipal Corporation (which occurred in 1872), and
building development work, as the ocean-covered areas between the seven islands that originally
formed the city were reclaimed and built upon.  It would have been, one can imagine, a world away
from home for the Britishers who were employed to govern the city, and of course, for the wives
who accompanied them.  What role would Western classical music have played for this newly
established community?  
1.1  The Bombay Philharmonic Society
In 1869 Bombay's European residents established the Bombay Philharmonic Society with
the intention of providing their city with a formalised musical scene. An article in the Times of
India20 dated December 17, 1869, two days after the newly established Society's first concert at the
Town Hall, commented that:
The need of a Philharmonic Society could not but be, as it was, much felt in Bombay
and for evident reasons. It has been a rare occurrence to have the opportunity of
enjoying high class music here, and a Society that supplies that want confers a benefit
upon the community. (Times of India 1869a, December 17, p2) 
This quote prompts an assumption that the musicking of Bombay inhabitants was not
prolific at this time, and that there were few opportunities for the city's Europeans to perform or
listen to Western classical music.  Bombay was thus rather behind Calcutta, another major Indian
20 See introduction p40 for an overview of the Time of India newspaper. 
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trading city, which had, as Ian Woodfield has shown, an established culture of Anglo-Indian
musical soirees and amateur performances (Woodfield 2000).  This is not to suggest that there was
no Western classical music at all in Bombay during the 1860s;  the villages north of the main city,
particularly Bandra, had a strong Goan Catholic community which would have supported a number
of church choirs.  Bandra, however, would have been at that time an almost entirely separate
township, divided from Bombay by the Mahim Creek, with only one train daily serving its
inhabitants.  The southern tip of Bombay, still known generally as 'town', was the location of
British-established schools, colleges and municipal buildings, as well as the main centre of trading.
This area would have been considered as Bombay proper, with Indian church choirs to the north
operating without stirring the interest of  European inhabitants in the south.  As such, I was unable
to find any archived information regarding Western classical musicking in Bombay outside of
European social spheres. 
In the same Times of India article mentioned above, the author (anonymous) wrote: 
There is no deficiency of genuine musical talent in Bombay; on the contrary, there is, we
have reason to believe, an array of amateur and professional talent such as few cities
with the same number of European inhabitants can boast of. (ibid)
The professional talent mentioned here would have consisted of members of the Governor's
Band and military bands that were active in India at the time (Woodfield 2000, 1995. Shope 2008).
However, the mention of 'high class' music in this extract suggests that military-style bands were
not considered as worthy or fitting to Bombay's European elite as the Beethoven Septette performed
by the Bombay Philharmonic Society that evening.   
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In the same article, links with musical society in London were made clear:
As far as we are able to learn the Philharmonic Society's concerts will be on the model of
the Monday Popular Concerts in London, which, to use the words of one of the ablest
musical critics of the day, are always anxiously looked forward to by the thousands of
real connoisseurs. (ibid)
Bombay's residents would have enjoyed the notion that their activities modelled musical
happenings in London, thereby allowing them to consider themselves as 'real connoisseurs' enjoying
regular musical performances.  There are echoes here of Woodfield's Calcutta, where inhabitants
took pride that their musical calendar 'at least distantly reflected the cultural way of life of their
cultural homeland' (Woodfield 2000: 74).    
The first Bombay Philharmonic Society concert in late 1869 did not go without its hitches:
an irate letter printed in the Indian Church Review the week before the first concert accused the
society of 'thoughtless impropriety' (Indian Church Review 1869. In, Times of India 1869b,
December 3, p2) in arranging an event on the first of the Ember days of the year, demanded that
they postpone the evening, and implored clergymen and churchmen to boycott the event.  The letter,
reprinted in the Times of India with a mocking postscript, seemed to have little effect, and the
concert was pronounced an 'unqualified success' (Times of India 1869b, December 15, p2). 
I suggest that The Bombay Philharmonic Society gave the European inhabitants of Bombay
a taste of home life, an opportunity to behave in a way which affirmed their European identities and
a means by which they could confirm the value of European musical behaviours.  Involvement of
the Society was on a basis of subscriptions and proceeds were given to charity: members were keen
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amateurs willing to give up their time and money to be part of this small musical world.  I can find
no evidence of Indian participation: performers were reported as exclusively European-origin
residents.  
After its first concert, the Society went from strength to strength, and was reviewed
regularly in the Times of India until the end of the 19th century.  Performances were held in the
Town Hall and generally consisted of pieces for small choir, solo voices and small orchestra.  A
review of a concert printed on January 28 1892, twenty three years after their first concert, suggests
that the Bombay Philharmonic Society was thriving:
The performance of Haydn's “Creation” in the Town Hall on Tuesday evening by the
Bombay Philharmonic Society was a most successful one, and drew together a large
audience who were throughout most attentive and fairly appreciative. The first two parts
only of the Oratorio were selected for the performance but they comprise the major
portion of the music, and the more interesting portion, and though no repeats were
called for, the Concert was not over till past eleven. (Times of India 1892, Jan 28, p4)
The same source reported that chorus numbered around eighty, and soloists were listed as
Miss N Tudbull, soprano, Mr Chisholm, tenor, and Mr HM Steuart, bass, with Mrs Walker, who
was originally advertised for the solo soprano parts withdrawing at the last minute due to a 'fever
and cold' (ibid).  Luckily Miss Tudbull stepped in, earning the gratitude of the society (ibid).  Not
only Britishers were present; Herr Schmuck21 from Germany and the Italian Signore Inzoli were
21 Herr Joseph Schmuck received various letters throughout his time in Bombay, which are catalogued in the British
Library's Western Manuscript holdings. He is identified by the British Library as 'Professor of Music, Bombay
University', however, the letter in question (from Alfred Tennyson, dated 1882) is addressed to 'Professor Schmuck'
but does not actually mention Bombay University, and I have found no evidence that the university ran a degree
course in music at that (or any other) time. A further letter in the same holding, dated much earlier in 1861 is
addressed to 'Mr Joseph Schmuck, as Music Director for Brit. Maj. 28 th Regiment' (Garibaldi 1861), indicating that
Schmuck's role in the city may been multifaceted, may have developed over the years, moving from military work
to teaching (perhaps at Bombay University) and music directing, alongside performing, as mentioned in the Times
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mentioned as noteworthy orchestral members (ibid).  
In archived newspaper articles concerning the Bombay Philharmonic Society the same
names occur again and again, hinting that the society was maintained through the efforts of a small
number of dedicated individuals with some musical ability.  The withdrawal of performers due to
illness was a regular occurrence;  the British were notorious for falling ill in colonial India (Arnold
1993), and the reliance on individuals to keep the society going or to sing certain roles must have
added a layer of fragility to what appeared at the time to be a robust musical society.
By 1902, however, cracks in the Bombay Philharmonic Society were appearing.  The
following extract is from a letter printed in the Times of India from a Mr Seymour Dove, in answer
to a letter printed earlier in the year by a somewhat petulant Augustus Epicure, who had complained
about the lack of musical activity in the city that year.  Dove laid out the reasons which prevented a
healthy music scene in Bombay:
He [Epicure] is perfectly right about there being a dearth of music just at present for the
enjoyment of the public after office hours; at the same time, I cannot think he writes
from experience as regards matters musical in Bombay.  For instance he mentions about
the Philharmonic Society having been dumb for some time.  As one that knows, I must
say that it is a matter of impossibility to keep this society alive during the monsoon
season, as so many of the lady members are out of Bombay. (Dove 1902:5)
Lack of a proper concert hall was also mentioned by Dove: the Town Hall was only
available to use after an application to the Government was made, and then only for concerts which
gave all proceeds to charity (ibid).  Dove complained, 'how is it that the Hall cannot be engaged at a
of India report above.  
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fixed rent, the same as the town hall in Calcutta and various other large cities?' (ibid).  Dove stated,
however, that the root cause of the Bombay Philharmonic Society's problems was a lack of funds:
“Augustus Epicure” suggests a town orchestra of some fifty performers. This, no doubt,
could be accomplished providing the funds were forthcoming to make it a permanent
undertaking for both the men and the conductor [...] I certainly agree with “Augustus
Epicure” that something ought to be done to provide the general public with what he
suggests; but to my mind it will never be accomplished by trusting to subscriptions. A
small tax levied by the Municipality no doubt would meet with approval. (ibid)
The small tax levied by the Municipality, suggested in Dove's letter, was not met with
approval.  The Municipality in 1902 was setting a precedent that would continue on throughout the
century in its steadfast refusal to financially support musical societies in the city of Bombay.  How
strongly it was petitioned is unclear, but no funding was forthcoming.  Despite gaining a regular
voluntary conductor, Mr Edgar Faulkner, who was employed as the Cathedral organist from 1902
until his death in 1929 (Times of India 1829), the Bombay Philharmonic Society was waning.  The
city was still recovering from an epidemic of the bubonic plague, which had begun in 1896 and
continued into the early 1900s (Theuns-de Boer 2001), weakening membership and audience
numbers.  A Times of India review of a concert in 1905 suggested that the audience was small, the
contraltos weak, and the soprano overburdened due to a last minute withdrawal of a performer
(Times of India 1905).  
There is no evidence of a definitive end to the Bombay Philharmonic Society.  The Times of
India reviews gradually tail off, and one must assume that the lack funding and public support, the
prevalence of illness, and the difficulties faced by organisers in securing venues meant that it
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gradually deteriorated into obscurity.
Larger scale organised music making was not over for good however, and by 1912 a new
society had formed to replace the old Bombay Philharmonic Society: the Bombay Choral Society.
Reported to have 'risen from the ashes of the old Bombay Philharmonic Society' (Times of India
1912, December 19, p7), the Bombay Choral Society's opening concert of works by Mendelssohn
and Stanford, featuring soloists Mrs M Wakefield, Mr G Johnson, and Miss A Swan accompanied
by members of His Excellency the Governor's orchestra, took place on 17 December 1912 under the
baton of Mr. Edward Behr (ibid).  Attended by His Excellency the Governor, Lady Clarke, His
Excellency Rear-Admiral Sir Alexander Bethell and a large audience (ibid), the concert was a high
society event in the social calendar of Bombay's resident Europeans.  The Times of India
commented 'When such an excellent start has been made it would be a thousand pities if the society
were to fall on the rocks of indifference and perish as so many other musical societies have done'
(ibid).
Although the Bombay Choral Society dissolved in just a few years, its conductor Edward
Behr was to play a key role in the Western classical music scene over the following decades. 
1.2  Edward Behr and the first Bombay Symphony Orchestra
A German citizen educated at the Royal College of Music in London, Edward Behr was
originally employed as the conductor of the Governors Band in the Indian city of Poona, over 70
miles inland from Bombay.  In 1912 he was travelling to and from his base in Poona every week in
the lead up to the first Bombay Choral Society concert, 'moved solely by his art' according to the
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Times of India (Times of India 1912, Dec 19, p7).  By 1913, Behr had moved permanently to
Bombay and had taken up employment as director of the Bombay Governors Band, a post which he
appeared to dedicate less time to than the pursuit of amateur musical activities in the city.  After
serving as musical director to the short lived Bombay Choral Society, Behr went on to conduct the
'Bombay Players22' in light opera concerts, to host regular small musical concerts, to move the
location of performances from the Town Hall to the newly built and more suitable Excelsior
Theatre, and, crucially, to preside over the integration of Indian musicians into Western classical
music performances.
Before Behr began his stint as the premier musical conductor on Bombay's Western classical
music scene in 1912, there is little archived evidence of any involvement of Indians, either as
audience members, committee members or performers23.  There is, however, evidence that a small
number of Indians were becoming more involved in Western classical music from the first decade
of the century onwards.  Trinity College of Music was conducting music examinations in India from
the end of the 19th century, and by the 1920s was awarding LTCL24 certificates to Indian performers
in Bombay each year (Times of India 1920).  English language schools attended by Indian children,
which were prolific in the town area of Bombay, would have had regular singing classes (Cordo,
2014. Personal communication, 11 August).  There would have been a number of keen amateurs
from Indian families who would have taken up the violin as a hobby (ibid).  However,  archival
sources indicate that performances in the Town Hall of concert music from the Western classical
tradition were, until the 1910s and 1920s, very much dominated by Europeans.  
Behr, however, saw the value in having a permanent group of local amateurs that he could
22 I am unable to find any further archived sources which would clarify the nature of this group.
23 Church choirs would have been active but would have existed within Bombay's catholic enclaves, away from the
attention of the Britishers, and of the newspaper reporters. 
24 Licentiate of Trinity College London. 
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call upon to fill empty orchestral seats, though whether his intentions were that Indians be given
equality of opportunity as a matter of social principle or whether they were simply about filling
empty orchestral seats, is unclear.  He believed Indians to be capable players, given the correct
training, and he quickly began using Indian musicians in his amateur performances.  
A 1919 article in the Times of India mentions a small orchestra conducted by Behr for a
production of The Girl in the Train.  The orchestra consisted of several European players, the drums
and bass were played by army sergeants, and the first violins were two Europeans, Mr C. W.
Hopkinson (leader) and Mrs Hone (Times of India, 8 March 1919, p13).   The presence of two
Indians musicians, Miss Soona Khambatta and Mr. F Bharucha (ibid) both from the Parsi
community, demonstrated the start of an integration of Indians into the European-dominated
scene,25 and the assimilation of Western classical music into the local lives of Indian music
performers and listeners, particularly from within the Parsi community. 
In 1920 Behr wrote a long and detailed letter to the Times of India, outlining his plan for the
formation of a permanent symphony orchestra in Bombay.  Instead of insisting that the orchestra be
made up of Europeans, as many people at the time would have expected, he argued for the inclusion
of Indian players.  Europeans, he suggested, were problematic employees: they would stay for a
season or two if well paid, but then leave as soon as they had made enough money to go home.  If
badly paid they would become discontent and also wish to leave.  Moreover, there would not be
enough teaching work in the city to keep them employed during their time away from playing, and
they would be entitled to leave (holiday time), meaning the band would often be incomplete.  Each
departure would mean a new player would have had to be brought from England at great expense.
That, argued Behr, would lead to the breaking up of any venture, 'and Bombay would sink back into
25 This was the first archival source I could locate which mentioned Indian musicians playing in Western classical
music ensembles alongside Europeans.  
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the blackness of its artistic night to be roused occasionally by the advent of some great star in the
shape of a new Jazz Drummer' (Behr 1920a:12).  So that Bombay not be at the mercy of visiting
jazz drummers, Behr proposed an alternative scheme:
My second scheme is that as the orchestra would be for the people, it should be of the
people also – that it should consist of Indians. Mahomedans, Hindus, Parsis, Goanese,
Anglo-Indians, in short, of any musical talent to be found in this country strengthened
by capable European players in different sections of the band. There are scattered
throughout India a number of musicians, especially wind instrument players, who have
served in the Indian Regimental Bands, men who have been well trained by, and learnt
their instruments under, European bandmasters and who with further careful training
together would make excellent material for such an orchestra. (ibid)
Behr added, 'I should take women as well as men' (ibid).
An orchestra for the people and of the people. A mixed religion, mixed race, mixed gender
orchestra would have, for its time, been a highly controversial and progressive notion.  This level of
cosmopolitanism was unheard of in European orchestras and would certainly have been
groundbreaking in India, where the Bombay Gymkhana (one of the venues Behr's orchestra would
potentially play in) did not allow Indian membership, Breach Candy beach was whites only, and
even wealthy and influential Parsis were refused entry to certain hotels26.  In Europe orchestras were
almost exclusively male: in 1920s Britain, for example, the Halle orchestra sacked several female
instrumentalists who had been recruited during the first World War to replace male musicians away
fighting (Nepil 2014).  Behr, though, was not in a position to refuse willing musicians of any
26 The famous Taj Mahal Hotel in Bombay's Colaba district was built by Parsi industrialist Jamsetji Tata, known as the
'Father of Indian Industry'  in 1903 after he was refused entry to a whites only hotel in the city (Henderson 2009).
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ethnicity or gender.
Europeans were in Behr's proposal, presumed to be the most highly skilled musicians, and
necessary to the production of high quality concerts.  He proposed that a skeleton staff of one
conductor and eight to ten European players be brought in to form the backbone of the orchestra.
These Europeans would train the Indian players, who themselves would number thirty to thirty-five.
The numbers of Europeans would ideally be, according to Behr, reduced as Indian expertise grew.
Behr also proposed free music tuition to the children of married members, and to other talented
children, 'as a means of training a supply of good players for future service' (Behr 1920a).27
For Behr the issue of funding, of professionalising what was essentially an amateur pursuit,
was problematic.  To conclude his letter to the Times of India, he suggested that the Bombay
Municipality supply the monetary costs of setting up and maintaining the orchestra, recovering part
of their outlay by engaging the band to play at various events at clubs and gymkhanas across the
city.  He implored critics to consider proper renumeration as the only way to entice high quality
dedicated musicians to stay, work hard, and not undertake other better paid but less worthy
employment.  Behr wrote:
With the above scheme you will not have the Queens Hall or Monte Carlo orchestra all
at once, nor an orchestra capable of playing Richard Strauss or Scriabin; but with
patience, energy and careful training you can have one capable of playing the Overtures
and Symphonies and Suites of Bach, Gluck, Mozart, Beethoven, Schumann, Schubert,
Grieg, etc., and even smaller works of the modern composers. You would have a body
27  Striking similarities can be found in the contemporary praxis of the Symphony Orchestra of India, which, as I detail
in chapter four, employs foreign (European and Russian) musicians, with the aim of training Indian players in order
that Indian membership be gradually increased, and has which  opened a music school with the aim of training a
new generation of potential orchestral players (Dalal 2014. Personal communication, 3 February). 
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of men spreading a higher standard of playing and taste for music by direct contact with
their fellow men much more than any European orchestra could ever do in this country.
Why should not service in such an orchestra be looked forward to as a useful and
honourable career for any young musical Indian?... If this can be done in Shanghai why
not in Bombay with all its wealth? Here is the opportunity for the Municipality or any
other body of wealthy Indians to establish a concert by which their young fellow
countrymen would have the opportunity of earning a useful livelihood. (Behr 1920a)
Hinting that the Bombay Municipality was being outshone by Shanghai may have been a
tactic to stir a competitive streak in the city's Municipality.  Behr clearly believed that the orchestra
was a worthy cause, not merely so that Bombay's elite concert-going public would be able to listen
to the Overtures and Symphonies and Suites of Bach, Gluck etc.  His belief in the superiority of
Western classical music and of its worthiness as an art form was tangible, highlighted here in a
further letter written to the Times of India, where he suggested that 'it [music] is the highest form of
the art that has been developed and it is as desirable a form of culture in a great modern city as good
architecture, good manners and any other kind of higher education' (Behr 1920b: 14).   
For Behr, having a symphony orchestra supported the notion that Bombay be comparable to
any other great city in Europe or the rest of the Empire.  An orchestra would not only provide
Europeans with a taste of home, it was a way to prove the worth of Bombay as great a global city,
its inhabitants cosmopolitan and connected.  Here, Behr argues that the orchestras be considered as
a part of nation building and development.28
For the next few weeks the debate as to what to do about Behr and his orchestra  raged on in
28  This argument continues to resonate in Mumbai, as I discuss in chapter four where I unpick the role of the
Symphony Orchestra of India within projects of nation building, cultural diplomacy and soft power. 
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the newspapers.  Signor Scrinzi, an Italian pianist, teacher, composer and singer who lived in
Bombay from around 1900 to his death in 1935, published a damning letter in reply to Behr's
suggestions.  Scrinzi posited that an orchestra made up of amateurs, bandsmen and a few Europeans
would never be able to achieve the high standards promised by Behr, quipping 'if compromises are
suggested, the public would do well to remember that a gramophone is cheaper than an orchestra'
(Scrinzi 1920).  Scrinzi also poured scorn on Behr's suggestion that the orchestra take on paid work
at parties and clubs, stating that high-calibre players would refuse as a matter of principle to play at
clubs and gymkhanas.  Scrinzi  also objected strongly to the notion that the municipality be called
upon to fund such a project:
Speaking as a citizen and a musician, let me most emphatically declare that the proposal
of saddling the Municipality with the maintenance of an orchestra must not be
entertained for a single moment. All the arguments based on European precedents are
faulty. In Europe music is an intellectual necessity of all classes; here not even Indian
music can claim to be, so much the less Western art. So long as there are in Bombay 60
000 homeless people, so long as destitution, famine, illiteracy, leprosy, and child
mortality make of this proud city a Hell for the poor, no public body must be asked to
contribute a pie of public money for the enjoyment of the rich. If the rich are unwilling
to pay for art out of their own money bags, let them go without art.  (Scrinzi 1920:13)
In the above paragraph Scrinzi articulated debates that still resonate today in a multiplicity
of locales.  Should public money be spent on art when poverty exists?  Is art a privilege only for the
enjoyment of the wealthy?  Should an orchestra be something that a government invest in?
The municipality of Bombay at the time agreed with Scrinzi, and did not fund Behr's
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orchestra, setting a precedent which would continue throughout the century.  A year later, however,
Behr received a huge donation of Rs. 25 000 (c. £250) from a wealthy Parsi gentleman
philanthropist named Jehangir Bomanjee Petit 29.  This donation allowed Behr to embark on his
musical endeavour and the Bombay Symphony Orchestra, also sometimes known as the Bombay
Symphony and Chamber Orchestra, was born.  Its first concert, which employed several musicians
from the Governor's Band, was conducted by Behr and led by a female violinist, Mrs Brabazon
Jones.  The concert was reported as follows in The Times of India: 
The newly formed Bombay Symphony Orchestra gave its first concert in the Excelsior
Theatre on Sunday evening and achieved a success full of promise for its own future and
this for the triumphant fruition of the scheme for the establishment of a permanent
professional orchestra, of which it is a part.  (Times of India 1921, November 15, p13)
Even the sceptical Signor Scrinzi supported Behr, and performed Mendelssohn's Capriccio
Brillante for piano and orchestra, which was said to be a “triumph” (ibid).  One can imagine the
excitement in the audience.  They had, for the best part of a decade, not witnessed any large scale
orchestral performances, and were suddenly attending a concert of huge ambition, powered by a
passionate conductor and featuring women and Indian players.  Questions arise.  Were the audience
pleased to see such large numbers of Indians playing orchestral instruments?  Did this mixed group
of European and Indian musicians satisfy a nostalgia for home, or did it prove Bombay to be a
global cosmopolitan centre?  Was Behr a forward thinking cosmopolitan liberal, or was he simply
in need of musicians?  
29 J.B. Petit is from a well-known family of Parsi philanthropists.  His father, Seth Bomanjee Dinshaw Petit founded
the London School of Tropical Medicine and was Director of the Bank of Bombay. J.B. Petit patronised the J.B.Petit
High School for Girls in Mumbai, now one of the leading educational establishments in the country and now the
venue of the Bombay Chamber Orchestra's weekly rehearsals.
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I cannot find sources which would shed light on how the local Indian players were regarded
by Behr or his European players, but, as the Bombay Symphony Orchestra was predominately an
amateur pursuit, we must assume that the Indian members found it to be an enjoyable experience, or
they would have simply left the orchestra and found something else to do with their free time.  
The Bombay Symphony Orchestra performed many concerts (including radio concerts)
throughout the 1920s as both a symphony orchestra and a chamber orchestra, using, as  archival
sources suggest, the Excelsior Theatre in Churchgate as its primary venue.  It employed only four
permanent European string players, who worked alongside a further three permanent Indian string
players to form the professional backbone of the orchestra, on a salary of Rs. 2000 per month
(Bharucha 1922:9).  The wind and brass came almost entirely from the Governor's band; the rest of
the musicians were local amateurs.  Behr was never paid for his work, which was done in addition
to his ongoing duties as director of the Governor's Band.  The treasurer of the society, Mr Farrokh E
Bharucha (presumably the same Parsi violinist as mentioned here on p63) wrote: 'Mr Behr has been
ceaseless in rehearsing his men and has sat up night after night copying and scoring his parts when
they were not at hand. His has been a true labour of love' (ibid). 
Funding, though, was always an issue.  Despite the initial donation from JB Petit, and
further donations from several other Parsi philanthropists, local government support was not
forthcoming, and in March 1927 the committee of the Bombay Symphony Orchestra wrote an open
letter to the Times of India suggesting that unless around 400 members of the public purchase
season tickets at the cost of Rs. 100 per ticket, the orchestra would be forced to disband.  JB Petit
was clearly unable or unwilling to continue to provide sole support to the orchestra (Times of India
1927, March 24, p.10). A reply in the Times of India from a Mr RK Unwala was printed a month
later.  Unwala suggested that the Bombay Symphony Orchestra continue on using only local
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amateur players, getting rid of the expensive Europeans (Unwala 1927:12). He also pointed out that
'Bombay may be full of philanthropists and financiers, but the experience of past years has amply
shown that none of them - with the exception of J.B Petit – are in any way inclined to 'give liberally
and for the cause of music” as the Committee puts it' (ibid).  
By 1928 it was all over for the Bombay Symphony Orchestra, and Edward Behr had a new
job as European Programme Director at the Indian Broadcasting Company in Bombay.  His
employment was announced in the Indian Radio Times, alongside the following comments:
As people well know he is a capable artist and it was due to his indefatigable energy that
the premier city of India organised and maintained a first rate orchestra – the Bombay
Chamber Orchestra for over seven years. But unfortunately the apathy of the public
towards the institution was so great that Mr. Behr found the task of carrying on too
much even for him and had to close it down. (Indian Radio Times 1928)
Again, the amateur nature of the Western classical music scene in Mumbai resulted in the
eventual demise of what was clearly a huge undertaking by a small number of dedicated
individuals.  Behr must have felt huge regret in letting it go, yet without a patron or an audience
willing to pay 'out of its own money bags' as Scrinzi had suggested (Scrinzi 1920), the Bombay
Symphony Orchestra, like the Bombay Philharmonic Society before it, faded from Bombay's
musical spheres as the 1920s drew to a close.  A trope was beginning to emerge; globally-minded
aspiration tempered by local values. 
The 1930s were to bring a fresh vigour to the Western classical music scene in Bombay.
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This was the decade in which the legendary characters that are still invoked today in Mumbai –
Mehli Mehta, Jules and Olga Craen - made their names.  It was also the decade which saw a huge
number of musical performances of not only Western classical but also jazz and dance musics
(Fernandes 2012).  It saw musicians diversifying, with a greater number of Indian musicians taking
on bigger roles within the scene, and many musicians performing several genres, including film
music.  The 1930s also saw residents from the northern suburb of Bandra begin to be more prolific
in their contributions to the city's musical life.  Described by historian Naresh Fernandes as a
decade of musical 'multiculturalism' (2012:16), African American bands performed jazz at the Taj
Mahal Hotel alongside Anglo-Indians, Goans, Britishers, and Jewish refugees who had fled the
Nazi regime in Europe.  Bombay's residents were able to listen to up-to-date music from a global
array of performers.  Bombay was indeed proving itself as a global cosmopolitan city through the
vast amount of musicking happening in its clubs and hotels. 
As I will show, the 1930s were a period in which Western classical music began to take on a
more complex and nuanced role within Bombay's society.  Alongside providing European residents
with a means to connect with Western culture, it also provided a space in which Indian players
began to take on a more vital and authoritative role in the production and performance of orchestral
music.  Evidence suggests that the overwhelming majority of Indian participants in the Western
classical scene were from the small and elite Parsi and Catholic communities: these communities
were viewed by Europeans as the most 'Western' in outlook of all the Indian communities, both in
terms of dress and in terms of values (see introduction).  Western Classical Musicking provided the
Parsi community with an opportunity to engage actively in Western culture, and to prove
themselves active and able members of the Western cultural elite. 
A few individuals from the 1930s stand out as being key protagonists in the story of Western
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classical music in the city of Bombay: Czech violinist Walter Kaufmann, Belgian conductor Jules
Craen and his Goan pianist wife Olga, Parsi violinist Mehli Mehta, and Goan Catholic Cecil
Mendonza dominated the scene. 
1.3  Walter Kaufmann and the Bombay Chamber Music Society
In 1934, a young Jewish Czech composer, conductor, pianist and violinist named Walter
Kaufmann arrived in Bombay after fleeing the Nazis in Europe.  Born in 1907 to a German
speaking family in Karlsbad, Kaufmann had studied violin in Prague and musicology in Berlin.  His
reason for coming to India was simple: 'I could easily get a visa' (Kaufmann no date in Schindler
1999:4).  He remained in Bombay for 14 years, working as director of music at All India Radio for
the last nine of them (Fernandes 2014).  Upon his arrival in Bombay in 1934 Kaufmann wasted no
time in immersing himself in not only the Western classical music scene, but also the Indian
classical scene.  Unlike Behr, the passionate conductor of the defunct Bombay Symphony Orchestra
of the 1920s and a man assured of the superiority of Western classical music, Kaufmann was
fascinated with Indian music30. He wrote: 
As I knew that this music was created by people with heart and intellect, one could
assume that many, in fact millions would be appreciating or in fact loving this music…I
concluded that the fault was all mine and the right way would be to undertake a study
tour to the place of its origin. (Kaufmann no date in Fernandes 2014). 
30 Kaufmann produced seven books on the subject of Indian music, including the well known volumes The Ragas of
North India (1968) and The Ragas of South India (1976). He is most famous for composing the All India Radio
Theme, which is based on the rag Shivaranjini (Fernandes 2014) 
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Kaufmann began educating himself in Indian music and within a year was composing music
for what he described as 'a large Indo-English film company' (Kaufman 1935 in Schindler 1999:95),
favouring Indian instruments over Western ones.  Kaufmann did not neglect Western classical
music though, and within two months of arriving in Bombay he set up the Bombay Chamber Music
Society with the help of a friend named in letters as 'Fred' (Kaufmann no date in Schindler
1999:99).  Kaufmann was initially a little shocked and hurt when, in the first meeting of potential
Chamber Music Society members, he was asked to play something as a test (Schindler 1999).  Why
Bombay's residents were so suspicious of him is unclear.  Perhaps the level of music making in the
city was so variable that they did not want to waste time on someone with little ability, although one
would imagine a graduate of the Prague conservatoire would have inspired confidence.  Perhaps
they wanted to give an impression of discerning taste in order to impress the young newcomer and
make him think that they were as hard to please as any European audience.  Whatever their reasons,
Kaufmann put his pride aside as he 'badly needed the money' (Kaufmann no date in Schindler
1999:99), agreed to play.  He passed the test and went about organising weekly concerts.  
Kaufmann's concerts were initially small private affairs held in the homes of members who
had large rooms and pianos.  'Pianos in Bombay are something a newcomer really has got to get
used to – they are worse in adjusting to the weather than humans', wrote Kaufmann (ibid).
Alongside organising concerts in private homes, Kaufmann also began to play regularly at the
Willingdon club31 with his string quartet, which was made up of himself on viola and three Indian
players, the first violinist being Mehli Mehta (father of conductor Zubin Mehta) who was to become
the most highly regarded violinist of the decade.  Mehta  is mentioned here in a letter written by
Ernest N. Schaffer regarding Kaufmann's Bombay Chamber Music Society:
31 The Willingdon club was one of the first clubs to allow Indian membership. It was founded in 1918 by Lord
Willingdon after he had been refused permission to take an Indian Maharaja with him to the Bombay Gymkhana. 
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It was soon a must to attend these weekly concerts. I have in front of me the programme
of the 61st chamber concert on 29 August 1935. It lists compositions of Bach, Vivaldi
and Kaufmann. The small orchestra comprised of emigrants, both male and female, and
also the father of Zubin Mehta. (Schaffer 1971 in Schindler 1999:99)
Schaffer, in the same letter, listed Mehta as being the only Indian performer in a group of
'emigrants', which I presume to mean white Europeans, however, more and more Indian performers
were making their mark as Western classical music players, as evidenced by the majority Indian
membership of a fresh new Bombay Symphony Orchestra, which existed alongside (and perhaps in
competition with) Kaufmann's prolific Bombay Chamber Music Society. 
1.4  Jules Craen and The Bombay Symphony Orchestra 
A mere seven years after Behr's Bombay Symphony Orchestra folded due to lack of funds
and public apathy the city was ready again for a large orchestra.  Residents must have been missing
the pomp and ceremony of attending orchestral concerts, and were, no doubt, feeling that Bombay
was falling behind other large cities in the Empire when it came to keeping up with London.  In
January 1935 the Times of India printed the following announcement:
From time to time, letters and articles dealing with the need for a Symphony Orchestra
have been published in our columns. Attempts have been made to supply this need but,
whether from lack of public support or other reasons these attempts have not met with
the success they deserve. The management of the Taj Mahal Hotel will make an attempt
to supply this need with an orchestra of as size suitable for the satisfactory rendering of
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symphony music. Mr. Jules Craen has been engaged to select and conduct an orchestra
of 25 performers. (Times of India 1935a, Jan 25, p3)
The Taj Mahal Hotel described above still stands overlooking the Arabian sea and the
Gateway to India monument in the Colaba district of Mumbai.  Tall, grand and imposing, it
generates an almost mythical status in the imaginations of the people of the city.  In the 1930s it was
the epicentre of glamorous cosmopolitan society.  Jazz bands from America played the latest hits in
the Taj Mahal Hotel's glittering ballroom whilst wealthy Indians, Britishers, soldiers and foreigners
from all over the world danced the latest steps.  The first 'all-negro' (Fernandes 2012:40) band
played in the hotel in 1935.  Musicians lived nearby so as to be close to the centre of the action
(Fernandes 2012).  
Naresh Fernandes, in his book The Taj Mahal Foxtrot (2012), has documented the vibrant
jazz culture that grew around the hotel, remarking on how aspirational musicians tried their best to
get gigs there, and how the hotel played host to an exciting and varied lineup of visiting artists from
Europe and America.  The Taj Mahal Hotel would have been the obvious sponsor of a new
orchestral venture; it would have had the economic capital, the space and the access to a ready and
willing audience.   The hotel was associated with modern cosmopolitanism and glamour, and its
managers would have recognised the need for Bombay to have an orchestra: a globally recognised
marker of culture and taste. 
The conductor of the new Taj Light Symphony Orchestra mentioned in the above article was
Jules Craen, a European man who was live out the rest of his life in Bombay.  Craen was born on
the 12th August 1888 in Belgium, and had studied violin in Antwerp and Brussels before forging a
career as a conductor in Europe's major cities (The Olga and Jules Craen Foundation 2013).  He had
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been invited to Bombay by Edward Behr in 193332 and within two years had garnered a reputation
as being one of the most accomplished and active musicians in the city.  Craen was the obvious
choice as conductor of a new Symphony Orchestra; he was musically educated, European, and
happy to work with local Indian musicians (ibid).
Archival sources indicate that The Taj Light Symphony Orchestra performed only one
concert at the Taj Mahal Hotel under that name before being renamed the Bombay Symphony
Orchestra, and switching venues to the Cowasjee Jehengir Hall (CJ Hall), located a short distance
from the Taj Mahal Hotel in the Fort area of South Mumbai.  Why the orchestra so quickly
disassociated themselves with the hotel is unclear.  Perhaps the glitzy ballroom did not provide a
sombre enough atmosphere for an orchestra, or perhaps the hotel's manager wanted Craen to
conduct concerts of light or dance music, which he would probably have been unwilling to do.
Whatever the reason, the Taj Light Symphony Orchestra was dissolved after one concert, to be
replaced with the Bombay Symphony Orchestra.  
The review of the Bombay Symphony Orchestra's first concert at the CJ Hall pronounced it
a 'great success' (Times of India 1935b, 10 Sept, p.3) despite the 'far from good' acoustic (ibid).  The
orchestra performed Lalo's Overture to Le Roi d'Ys, an Air of Charpentier sung by a lady named
Mrs Seddon, Schubert's Unfinished Symphony,  Handel's Water Music, a further unnamed selection
of songs performed by Mrs Seddon, and an old Italian folk song as an encore, which, the Times of
India pointed out, was sung by Mrs. Seddon 'in England for the first time' (ibid).  The audience was
thus once again able to experience the high culture of Europe and to transport themselves, albeit
only for the duration of the concert, to the concert halls of London.  
32 I am unable to establish exactly why Craen was invited to Bombay or how he knew Behr. Perhaps threats of war in
Europe were instrumental in Craen's decision to relocate to India,  as was the case with Kaufmann.
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It appeared that Craen was relentless in his mission to conduct the music he loved, to
continue his career as an orchestral conductor in his new home, and to promote Western classical
music.  The force of his personality seemed to have driven the orchestra almost more than a demand
from the public: one year after the Bombay Symphony Orchestra began The  Sunday Standard
reported the following:
 “It can't be done” they said. And “they” ought to have known because they had years of
experience of moronic Bombay and most of them had bitter memories of a previous
attempt to provide us with a symphony orchestra. For that matter, Jules Craen ought to
have known better himself; had he not been, a few years before, leader of that ill starred
venture which was forced into disbandment by our lack of support? But he didn't know
any better or, if he did, he refused to admit it. Fortunately for us! Because it really
begins to look as though the defeatists were wrong and this indomitable little Belgian,
right. Borrowing from the famous Ripley, you can “believe it or not” but the Bombay
Symphony Orchestral Society is now a going concern, solvent, and under the guidance
of a committee of enthusiasts as determined as Mons. Craen to make us like good music.
Frankly I don't think we can resist much longer. (Sunday Standard 1936, Dec 6 In The
Olga and Jules Craen Foundation 2013:14)
The above quotation provides a neat summing up of two key points about the Bombay
Symphony Orchestra and the Western classical music scene in 1936, the time of writing.  Firstly, it
shows that, at least where orchestral music was concerned, not much was happening in the early
1930s, and that those who would support an orchestra were reluctant  to do so due to the 'bitter
memories' of what I presume to be Behr's orchestra the previous decade.  Secondly, through the
author's use of the term 'moronic Bombay', it indicates a prevailing local ideology placing Western
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classical music as a higher and a more civilised musical form than the jazz which was prevalent and
popular at the time.  A further article in the Illustrated Weekly of India in 1936 reinforced this
notion:
Many people, we know, avoid concerts of this nature, fearing they will have to listen to
“highbrow” music which bored them because they feel they are unable to understand it.
In this idea they are very mistaken.  Admittedly the aim of the orchestral society is to
provide good music, but it so arranges its programmes that nearly every item has a very
definite appeal to all who have any pretensions to being in the least musical.  The
uninitiated will be surprised and delighted to find how much they appreciate good music
as played by a really good conductor. (Illustrated Weekly 1936 in The Olga and Jules
Craen Foundation 2013:15)
The term 'good music' used in the above quotation is one that recurs in many Indian
newspaper articles both historical and contemporary33, as well as being a term I heard used
commonly in conversations in Mumbai during my own ethnographic research.  The implicit
insinuation carried is that other types of music are not 'good'.  In the above articles, we can assume
the writer in was implying that jazz, the popular music of the time, was not 'good'.  In contemporary
Mumbai many of my informants told me they preferred 'good' music (Western classical) over
Bollywood music, which was considered 'not good'.  
From the sources presented here, it is clear that, as in the decades before, Western classical
music in the 1930s was driven by passionate individuals rather than by being supported and
institutionalised by public funding.  It was the strength of Craen's personality, and his belief that
33  A recent booklet, created in Mumbai by The Olga and Jules Craen Foundation to document and celebrate the lives
of Craen and his wife Olga, suggested that Craen 'created a taste for good music' through his orchestral endeavours
(The Olga and Jules Craen Foundation 2013:12). 
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Bombay's public should be made to appreciate good music, which kept the orchestra going over the
next decade.  Craen was to the 1930s what Behr had been to the 1920s: motivated, driven and
energetic, with the will to create an orchestra despite a lack of money, a lack of a good concert hall,
a supportive public and, of course, a supply of professional performers. 
Who were the players?  Did the Bombay Symphony Orchestra move any further towards
building a professional body of orchestral musicians, or did Craen, like Behr, rely on amateur
players or Governor's band players to fill his orchestral seats?  Were Indian musicians making up
the majority of players or was Craen relying on European-origin musicians?  Did Craen believe,
like Behr, that a symphony orchestra in India should be 'for the people and of the people?' (Behr
1920a).
 
 An article written in the Times of India in 1939, four years after the orchestra's inaugural
concert, provides evidence that Bombay Symphony Orchestra musicians came from a plurality of
backgrounds, with Craen securing the services of 'regimental players, of professionals from local
restaurants and hotels and of any keen and competent amateur players who happen to be living in
Bombay during the concert season' (Times of India, Feb 8 1939, p8).  Photographs of the orchestra
show it to be made up mostly of Indian players.  Like Behr's Bombay Symphony Orchestra, Craen's
orchestra featured a number of women players which, even in the 1930s, would have been highly
unusual in European concert halls. One Sunday Standard photograph of the orchestra was
accompanied by the following tagline. 
THE BOMBAY SYMPHONY ORCHESTRA in which Parsis, Muslims, Hindus,
Goans, Hungarians, Frenchmen, Germans, Austrians and Englishmen combine to
produce harmony. Mon. J. Craen, the conductor, claims to lead the most cosmopolitan
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orchestra in the world. (Sunday Standard. nd. in The Olga Jules Craen Foundation: 19)
(See illustration 3)
It is notable in the above quotation how Craen emphasised the multiplicity of ethnicities and
the religious diversity of his orchestra.  Perhaps he felt pride in the way in the way Indian
performers were adopting Western culture; was this a marker of his success in making them like
'good music'?  Certainly, I can find no record of Craen taking an interest in Indian classical music,
so to see Indians dedicating themselves to what he considered good music must have been
gratifying to him.  
Illustration 3.  Jules Craen's Bombay Symphony Orchestra in the Sunday Standard, no date.
 (Image Source: The Olga and Jules Craen Foundation 2013:19)
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1.5  Mehli Mehta 
One of the players making his mark in the Bombay Symphony Orchestra was a Parsi
gentleman named Mehli Mehta. Mehta, mentioned earlier with regards to his involvement with
Walter Kaufmann', was renowned as a skilful and prolific violinist.  It is Mehta, rather than Craen,
most commonly mentioned in discussions about the Bombay Symphony Orchestra in contemporary
Mumbai: despite all historical newspaper articles I have been able to view suggesting that it was
Craen who was the driving force behind the Symphony Orchestra (newspaper articles which would
probably have been written by Europeans and therefore biased towards Europeans – see
introduction p--- for information about the Times of India), it is Mehta who is remembered most
fondly in Mumbai today, and who is most often cited as the founder of the orchestra.  Mehta served
as both concert master, and, from approximately 1950 to 1954, as conductor of the Bombay
Symphony Orchestra.  
In 1940 Mehta formed his own string quartet, the Bombay String Quartet, featuring himself
as the first violinist, Wilfred Forbes as violin 2, Rusi Mody as the violist and Anglo-Indian George
Lester as the cellist (Times of India, Dec 15 1940, p9).  The quartet performed prolifically,
garnering a reputation as a highly accomplished ensemble, until Mehta's departure from India in
1945.
Mehta left India in 1945 to live and study the violin in America, returning to Bombay only
for a short time before permanently emigrating in 1954, first to the UK and then to the USA, where
he carved out a career as a conductor, violinist and teacher34. Why did he leave Bombay?  Mehta's
34 Mehta returned to Bombay in the late 1940's after studying with Ivan Galamain in New York. He moved to England
in 1954 after failing to obtain a US visa and joined the Halle Orchestra as a violinist, going on to become its concert-
master. In 1959 he was offered a position as 2nd violinist in the Curtis String Quartet in Philadelphia and moved to
the US where he remained for the rest of his life. He worked as director of the orchestral department at UCLA from
1964 until 1979 and conducted the American Youth Symphony Orchestra from 1966 until his retirement in 1998.
His son is conductor Zubin Mehta. (Hall 2002)  
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obituary, printed in the Los Angeles Times after his death in 2002, suggests that the Western
classical music scene in Bombay was perhaps not as vibrant and pluricultural as the historical
newspaper articles referenced earlier in this chapter might suggest (Pasles 2002).  Mehta, in a 1994
interview reprinted in the Los Angeles Times obituary, said 'I should have been born in Europe.  In
my 25 years of playing in Bombay not one Hindu, not one Muslim came to my concerts. Only the
English and Americans came' (Mehta 1994 in Pasles 2002). Was the audience entirely made up of
Westerners? Did Mehta's own Parsi community not attend concerts, nor the Indian Catholic
community?  
Oral histories that I collected throughout my fieldwork in Mumbai confirm that a large
number of the Parsi community did regularly attend concerts, and photographs of Bombay
Symphony Orchestra concerts printed in The Olga and Jules Craen Foundation's booklet show a
majority Indian audience (The Olga and Jules Craen Foundation 2013).  However, Mehta's
memories provide a more nuanced understanding of the scene in the 1930s, and give an alternative
version of the idyllic multiculturalism proclaimed by Craen and the British press.  
Illustration 4. Mehli Mehta playing the violin, with Walter Kaufmann on piano and Edigo Verga on cello.
 (Image source: Fernandes 2013)
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1.6  Cecil Mendoza and the Bombay Choral and Philharmonic Society
In the northern suburbs of the city, Bombay's Catholic communities dominated Western
classical musicking in the 1930s and 1940s.  Goan Catholic Cecil Mendoza, a talented and
dedicated pianist, conductor, arranger and performer from Bandra, formed the Bombay Choral and
Philharmonic Society in 1939. Mendoza was a highly motivated musician; he had achieved his
LTCL in 1925 and came from a musical family, with his sister Hyacinth often accompanying his
choir on piano or stepping in as guest conductor.  He also worked as the music critic for the Sunday
Standard newspaper, possibly writing some of the lines quoted earlier in this chapter.
The Bombay Choral and Philharmonic Society gave their first concert in 1939 under the
patronage of Sir Gilbert and Lady Wiles (Times of India 1939b, 3 December, p 8).  The concert,
which took place at the CJ Hall in south Bombay, received great critical acclaim, despite the noise
from the busy tram terminus nearby (ibid).  Drawing on the Catholic community's strong choral
tradition, the program featured a number of short pieces which were adapted and arranged by
Mendoza to suit his group of players and singers. These included the Overture to the Marriage of
Figaro, an arrangement of Beethoven's Moonlight Sonata for choir, Brahms' Wiegenlied, a few
shorter instrumental pieces including Grieg's Elegiac Melody, and Mendoza's own arrangement of
Adeste Fideles as an encore (ibid).  A review of the concert printed in the Times of India mentions
one British name, Sgt. Hamblin, an oboist presumably on loan from the Governor's Band, however,
later reviews cite almost entirely Indian, mainly Goan, names, with foreign guests featured only as
soloists.  Star local musicians included tenor Ceaser Coelho, violinist Dominic Perier and cellists
Egidio Verga and George Lester, (the latter of whom had also played in the Bombay String Quartet
with Mehta) (ibid). 
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By 1940 the Bombay Choral and Philharmonic Society had a choral section of sixty voices
and an orchestra of twenty five musicians, though whether players were shared with the Bombay
Symphony Orchestra, or whether Mendoza and Craen competed for the loyalties of the city's top
performers is unclear.  Certainly one must assume that geography played a part in deciding which
players were in which ensemble: in the 1930s and 1940s the distance between Bandra and the
southern 'town' area was not easily travelled, meaning that people generally stayed within their own
area of residence.  From meagre accounts of performer's names printed in historical newspaper
archives, I suggest that Craen's Bombay Symphony Orchestra employed a majority of Parsi and
European players who resided mainly in the southern part of the city, whereas Mendoza's Bombay
Choral and Philharmonic Society was made up mainly of Goans, East-Indians and Anglo-Indians.  
The Goan, East-Indian and Anglo-Indian communities were as keen as the Parsis to perform
cosmopolitan and global identities, identities which had been long established through membership
of the Catholic church.  In 1940 the Bombay Choral and Philharmonic Society articulated a clear
allegiance to the British Raj (something contentious in what were the final days of the Raj), by
hosting a concert of British composers in aid of the War Gifts Fund (Times of India 1940b, Dec 10
p3).
It did not appear, however, that Mendoza was as purist as Craen with regards to Western
classical music as an art form.  His concerts often included his own arrangements of Indian
melodies, with one performance including Rabidranath Tagore's Jana Gana Mana, which was later
to become the Indian national anthem (Times of India 1949, 3 September, p. 8).  As much as
Mendoza and his ensemble were staking their claim to Western classical music they were also,
through their performances of Indian-influenced arrangements and through Mendoza's frequent
unorthodox arrangements of canonic classical works, incorporating elements of Indian identities
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into their musicking.
Whilst The  Bombay Choral and Philharmonic Society may have been changing the way in
which Western classical music was being organised, heard and performed in Bombay, it continued
the well-established trope of being driven by a passionate individual, and being made possible by
the efforts of dedicated amateurs.  Mendoza conducted (and often performed at) every concert,
rehearsed his ensemble, sourced players, and generally put what must have been a huge amount of
time and effort into the society.  As far as I am able to deduce from archival sources, he received no
funding from the Municipality and had no philanthropic sponsor.
Mendoza's Bombay Choral and Philharmonic Society continued on into the early 1950s.  A
review of a concert in 1953 suggests that Mendoza was becoming unable or unwilling to direct his
energies into the Society. The lukewarm review of the concert, conducted by Mendoza's sister
Hyacinth Brown-Mendoza read as follows:
 ...the choir, directed and fired by Mr. Mendoza's sister Mrs. Brown-Mendoza, was a
little patchy in parts and not yet as well knit as it will surely become if it performs more
often. (Our Music Critic 1953 p 3)
This was the last review I can find of a Bombay Philharmonic and Chamber Society concert;
presumably this musical society also drifted into obscurity. 
Both Mendoza's Bombay Choral and Philharmonic Society and Craen's Bombay Symphony
Orchestra, alongside Kaufmann's and Mehta's smaller chamber ensembles, enjoyed what seems now
to be a golden age of Western classical musicking.  By the end of the 1940s though, the scene began
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to slow down.  Mehta left for the US in 1945.  Then at some point in the late 1940s (one source
mentions the year as 1948 but this is unclear) Craen and his wife Olga fell on the wrong side of the
law.  Olga had been offered a professorship at the Music Conservatoire in Brussels and the couple
made plans to permanently relocate back to Europe:  the atmosphere in India would have been tense
in the final few years of the Raj and in Europe the war was over: the couple could have had a secure
future.  They decided to sublet their apartment, however, the law at the time prohibited subletting of
a landlord-owned property and Olga was arrested.  According to The Olga Jules Craen Foundation,
Craen decided to take full responsibility for the crime, ensuring Olga would be free to continue her
performing career (2013).  Craen himself was imprisoned.  The exact length of his sentence is
unclear; what is known is that upon his release in the late 1950s he was unable to rekindle his
conducting career.  He was reported to have lost half his body weight due to the stress of his
imprisonment, and had become a frail old man (ibid).  
Craen died in Bombay in 1959 and was buried at Sewri cemetery in the south of the city.
The Bombay Symphony Orchestra was conducted briefly by Mehta during a short return to the city
before he finally left permanently in 1954, but without the force of Craen's driving personality,
without regular funding, without state support, and without a star player, the Bombay Symphony
Orchestra, like those before it, faded away.  
The end of the 1940s and beginning of the 1950s saw somewhat of a demise of what had
been, for two decades, a strong and thriving Western classical music scene in Bombay.  The British,
who had provided a willing audience, if not willing sponsors, had left. Key protagonists, Kaufmann,
Craen, Mehta and Mendoza had left or were unable to continue on.  
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Conclusion
This chapter has provided a history of the Western classical music scene in Bombay from
1869 until 1947.  I have noted how musicking in the early part of this time period provided links
between the Indian locale and European high cultures, before it gradually took on more complex
and nuanced roles within the city.  I have also highlighted how the scene always struggled in
Bombay, with the ambitions of a few passionate individuals thwarted by the values and attitudes of
the local government and, to varying levels, local audiences.  I have shown that, up until India's
independence in 1947, the primary communities involved in Western classical musicking in
Bombay were European, Parsi and Catholic.  
Chapter two will discuss how Bombay's local communities took over the curation and
maintenance of the Western classical music scene following India's independence in 1947.  
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Chapter 2.  The History of Western Classical Music in Mumbai
part 2: 1947 – 2014
One could hypothesise that following the British exit from India in 1947, Western classical
musicking, concert-going, listening and performing, would fade from Bombay's social calender35.
As independence had brought a drive to create and define a new Indian national identity, Western
classical music could have been rejected as too heavily imbued with memories of imperialism.
With the British and European residents largely gone from the city there would have been no need
to supply an audience with a nostalgic taste of their homeland. 
Western classical music, though, did not fade from Bombay's landscape.  In this chapter I
show that the Parsi and Catholic communities maintained Western classical musicking in Bombay
throughout the second half of the twentieth century, and into the twenty first.  However, I also
outline how a continued lack of interest and support from local audiences and government, coupled
with lack of funding, thwarted attempts to professionalise Western classical musicking. Ongoing
disparities between the values of Western classical music's proponents and the cultural values
prevalent within the locale continued to create tensions.  This was typified by an entertainment tax
introduced in 1996 by Bombay's ruling right-wing Shiv Sena Party36. Western classical music
concerts were taxed at a rate of 50%, in contrast to concerts of Indian classical music, which were
not taxed at all.  Whilst this taxation rate was later dropped to 25%, it had continued to thwart
Western classical musicking in the city right up until the time of my own ethnographic fieldwork in
2014.  
35 To note another example, Shope has suggested that public consumption of Western popular music in Lucknow
faded away rapidly after independence, paralleled by the social, economic and demographic realities of the time
(2004).  
36  This occurred right after Bombay was renamed as Mumbai in what some criticised as a display of regionalist
Marathi identity politics.  
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Western classical music in Bombay/Mumbai37 in the second half of the twentieth century
began to take on additional and more complex roles within the city, particularly within spheres of
social development and cultural diplomacy, as notions of Western classical music being a site for
intercultural unity, and a platform international collaboration, became bound up in local discourses
and praxis.  Notions of music as a universal and autonomous art form became more embedded in
discourses of Western classical music, as I highlight.  
Outlining the history of Western classical music in Mumbai by describing events
chronologically (as I did in chapter one) has proven problematic as from the 1950s onwards the
Western classical music scene diversified and multiplied, branching into various different,
sometimes overlapping spheres.  Orchestral activity continued but Bombay also saw a plethora of
choirs, individuals, festivals, opera companies, music societies, chamber groups and competitions
emerge.  Some ensembles continue on to the time of my research, others were short-lived.  Some
decades saw flurries of activity, others very little.  I have therefore organised this chapter according
to broad genres, beginning with the orchestra and continuing on to choirs, music societies, the role
of embassies and finally, music festivals and competitions.  This chapter is based on archive
materials supplemented with oral histories that I garnered in interviews during my fieldwork in
Mumbai in 2014 and 2015.  I was fortunate to meet several long-standing members of Mumbai's
Western classical music scene, many of whom had lived through events covered in this chapter.
37 Throughout this chapter I use the name 'Bombay' when referring to events which happened before the mid-1990s,
and Mumbai when referring to events which happened after the mid-1990s.  This is because many of my informants
used the name Bombay when discussing historical events and I have instinctively followed their lead.  
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2.1  The Orchestra Continues
2.1.1  The Bombay City Orchestra
Mehli Mehta's departure from India in 1954 marked the end of the Bombay Symphony
Orchestra and the end of the longest running orchestra in Mumbai''s history up until that point.
With conductor Craen imprisoned and Mehta unwilling to stay in the country, the orchestra had
nobody with the skills and time to lead it.  However, the end of the Bombay Symphony Orchestra
would not be the end of orchestral music making in Bombay.  
A few years after the Bombay Symphony Orchestra dissipated, a Goan lawyer by the name
of Vere Da Silva decided to take control of the situation.  Da Silva had played in the Bombay
Symphony Orchestra in the first violin section and had been compared to Mehta in terms of musical
ability (Dias 2016. Personal communication, 16 September), though his occupation as a lawyer had
prevented him from devoting his full energies to musical life.  Da Silva gathered together the old
Bombay Symphony Orchestra players who had been drifting around the scene in Bombay and
formed the Bombay City Orchestra.  
The first concert, conducted by Da Silva, was at the Excelsior Theatre on the 13th February
1957 and featured Eleanor Steber, a Metropolitan Opera star, as the soloist.  The orchestra played
Beethoven's Overture to Fidelio, Berlioz's Rakoczy and Hungarian March and Strauss's Kaiser
Waltz (Our Music Critic 1957:3), in a performance described by the Times of India's music critic as
'a very mixed offering' (ibid).  Da Silva's real achievement with the orchestra however, was a
concert on Wednesday 13th November 1957, when the Bombay City Orchestra accompanied
visiting American opera star Marian Anderson.  
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Anderson was a globally recognised African-American contralto and had been the first black
singer to perform in a leading role with the New York Metropolitan Opera in 1955 (The
Metropolitan Opera 2018).  Her visit to Bombay, which was sponsored by the United States
Information Service and organised by Bombay's Time and Talents Club, was a huge event in the
city's social calender: the Regal Theatre packed to the rafters with concert-goers eager to listen to
this groundbreaking international star (Our Music Critic 1957:3).  Anderson, who performed a
repertoire of American Negro Spirituals and popular arias, 'enraptured her audience' (ibid), received
a standing ovation and was pressed to perform two encores (ibid).  A black and white video
available in the University of Pennsylvania library online archives captures the event at the Regal.
In the short film Da Silva is shown, looking nervous and stern, conducting Anderson and the
Bombay City Orchestra in a performance of Mon cour s'ouvre a ta voix' from Saint-Saens's Samson
and Delilah.  The ladies in the orchestra are wearing white saris, whilst the gentlemen are in white
dinner jackets, and the percussion wind and brass section are predominantly made up of military
and navy personnel wearing uniform, some with rows of medals pinned to their lapels.  Audience
members are shown listening attentively, some moving their heads with expressions of rapture at
the music (Penn Library exhibitions 2017).  
Anderson's visit can be situated within global political events at the time: during the cold
war with Russia, the USA sent several African-American musicians (usually jazz musicians) to
India as goodwill ambassadors, as part of an effort to win India as an ideological ally, and to
counteract reports of American racism (Fernandes 2011, Perrigo 2017).  As I discuss in detail in
chapter four, Western classical music has played an ongoing role in India's transnational diplomatic
relations: Anderson's visit was one of the first examples of the international community deploying
Western classical music as a tool of coercion and persuasion within India. 
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Despite this high-profile concert, the Bombay City Orchestra's lifespan was short lived.  Da
Silva moved to London in 1959 to pursue a career in law, and there was nobody in Bombay
prepared to take over as conductor or even as administrator.  Once again, Bombay was left without
an individual prepared to dedicate the time and energy necessary to maintain an orchestra. 
Illustration 5. Marian Anderson and Vere Da Silva at the Regal Theatre in 1957
(Image source: Dias 2016)
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2.1.2  The Bombay Chamber Orchestra
In 1962 a young Parsi lady named Jini Dinshaw arrived back to her hometown of Bombay.
She had spent the majority of the 1950s in London, studying violin performance with teachers
Gladys Noon and Antonio Brosa, and completing her diploma at the Royal Collage of Music.  Upon
her return to Bombay, Dinshaw was dismayed at the lack of musical activity. 
 
I interviewed Dinshaw in February of 2014, when I visited her at her apartment in South
Bombay.  Her walls were hung with pictures of musicians and instruments, her desk overflowed
with papers, and instruments were stacked on the floor.  Dinshaw, a youthful energetic octogenarian
when I met her, told me of her reaction to the lack of an orchestra in her city in 1962:
The Bombay Symphony Orchestra had died […] So when I came back there was
nothing at all.  The players, of course, disbanded.  When I came back I saw so much
talent in the young people here so I decided to form an orchestra with all the older
members of the Bombay Symphony Orchestra, and we formed an orchestra which was
called the Bombay Philharmonia. (Dinshaw 2014. Personal communication, 21
February)
Dinshaw described how she gathered together a group of like-minded individuals and
formed a new society, the Bombay Chamber Orchestra Society, which in turn supported a new
orchestra, the Bombay Philharmonia, which would later be renamed as the Bombay Chamber
Orchestra (BCO).  This new amateur orchestra would go on to be the longest-running orchestra in
the city's history,  existing at the time of writing with Dinshaw still at the helm as its administrator
and upper strings tutor.  In 1962, Dinshaw asked old members of the Bombay Symphony Orchestra
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to join this new ensemble and, with the addition of some new younger players, began putting on
concerts. 
Dinshaw, in our interview, stressed to me that the orchestra was always primarily an
educational venture ,with the aim being to provide Bombay's youth with an opportunity to gain
tutelage in their instruments and experience in orchestral playing.  However, concerts were  an
important way to showcase the orchestra's achievements (ibid).  It is unclear how many concerts the
BCO performed during their formative years (there is a record of the orchestra performing Handel's
Messiah alongside the Bombay Amateur Light Opera Sabha in 1962 (Our Music Critic 1962:7). A
Times of India review published six years later in 1968 ran the headline 'Promising Debut by
Bombay Chamber Orchestra38' (Our Music Critic 1968:6) which implies the orchestra was not very
active up until that point, or at least that their concerts were small enough not to attract the
attentions of the local press.  The article described the concert as follows:
For more than a decade the First City in India has lacked a decent orchestra.  From time
to time a few score players had been rounded up to provide support to visiting soloists
and so forth, but these scratch groups have never risen above mediocrity or produced the
cohesion essential to symphonic music.  The Bombay Chamber Orchestra in its first
concert under the aegis of the National Centre for the Performing Arts, was a bird of an
entirely different feather, leading to the hope that symphonic music in the city will, in
the foreseeable future, rise phoenix-like from the ashes. Sunday evening's concert at the
Ravindra Natya Mandir must, in fairness to the BCO, be judged not in terms of absolute
but as an earnest of what lies ahead.  The sound had still to establish a character of its
38 The Bombay Chamber Orchestra was, as Dinshaw testified, originally known as the Bombay Philharmonia, but was
supported, somewhat confusingly, by the Bombay Chamber Orchestra Society. I have found records of the ensemble
performing under the name Bombay Philharmonia and Bombay Chamber Orchestra until around 1980, when the
orchestra split into two ensembles, the BP Saloon Orchestra and the Bombay Chamber Orchestra. From 1980
onwards there are no further records of the Bombay Philharmonia. 
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own, there were quite a few rough spots and a good many of the hurdles were
surmounted on a hit-and-miss basis.  But the players – most of them old familiars –
displayed a new found zest and a responsiveness that sprang very obviously from
respect for their conductor. (ibid)
The language used in the above quotation is strikingly similar to the language used in a
Times of India report printed over half a century earlier in 1912, which reported that the then new
Bombay Choral Society had 'risen from the ashes of the old Bombay Philharmonic Society'  (Times
of India 1912, December 19, p7).  This draws attention to the trope of Western classical orchestras
in Bombay being reincarnations of previous ones: each new orchestra, up until and including the
new Bombay Philharmonia, did indeed seem to be made from the ashes of the last, with the same
players, 'old familiars' as described in the above quotation, performing in each new ensemble.  The
Western classical music scene in Bombay would have been simply too small to have had different
personnel in each new orchestra.  We must imagine the musicians, those who sat in the ranks of the
violin sections or played in the wind sections, as being ready and willing to give their skills to each
new orchestra, but unwilling to instigate and propagate said orchestras, leaving that role to
dedicated, passionate and determined individuals such as Behr, Craen and Dinshaw.  In the times
between orchestras many musicians would have played in the Bollywood film music industry or in
function bands in hotels and clubs, or would have worked in non-musical jobs (Dinshaw 2014.
Personal communication, 21 February, and Doctor 2014. Personal communication, 13 August).
The conductor mentioned in the 1968 Times of India review of the BCO cited above was
Professor Koellreutter, the Director of the Max Mueller Bhavan (German Cultural Centre, now
named the Goethe Institut) in Delhi.  Koellreutter had been the head of the music department of the
Max Mueller Bhavan in Munich before being posted to Delhi (Behague 2001).  He had studied
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music in Berlin and Geneva specialising in composition and choral conducting, and had studied
composition with Paul Hindermith.  He also played the flute, saxophone and piano (ibid).
Until 1968, Koellreutter, on invitation from the BCO Society, travelled to Bombay from
Delhi the week before a BCO concert and lead rehearsals every day, conducting the orchestra and
tutoring the wind section.  This system, though, was far from ideal: the orchestra needed a
permanent conductor based in Bombay.  In 1968 the Bombay branch of the Max Mueller Bhavan
opened, bringing with it a young director named Joachim Buehler, who also happened to be a
musician and conductor.  Dinshaw suggested to me that Koellreutter had personally ensured a
musician was appointed as director of the Bombay Max Mueller Bhavan in order to give the BCO
and other local musical societies a helping hand (Dinshaw 2014. Personal communication, 21
February).  Buehler took over conducting the BCO, founded a choir named the Cantata Choir, and
gave lessons in conducting to local musicians.  He even attempted to spearhead an Indian National
Symphony Orchestra in 1980, gathering together musicians from Delhi, Madras, Calcutta, Goa and
Bombay for a concert in the Homai Bhaba Auditorium in Bombay (Our Music Critic 1980:17).  The
concert received a lukewarm response from Bombay's audience, and the Indian National Symphony
Orchestra was not heard of again (ibid).  
The BCO  continued to perform with Buehler as conductor until around 198039, but battled
many of the same problems faced by its predecessors: it struggled to maintain both membership and
audience support.  It provided a site in which historical arguments about the value of Western
classical music in Bombay surfaced and were (re)examined.  Discourses regarding the orchestra as
an articulator of Bombay's cosmopolitan values, and its role in the projection of Bombay as a
successful global city took place in the pages of local print media.  The following extract is taken
39 Buehler left India in 1981 after being posted to South Korea. During his time in India he met and married Indian
soprano Situ Singh Buehler. 
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from  a letter printed in the Times of India in 1975:
Conductor Buehler expects Bombay musicians to attain international standards in a few
years.  To put a neglected local orchestra on a professional footing takes time, care and
courage […] The musical potential of this most cosmopolitan Indian city is great and
promising indeed. (Nicholson 1975)  
A further article written in 1976 by the Times of India's music critic bemoaned the poor
quality of the BCO's woodwind and brass sections, and pointed to the lack of regular financial
support as the primary problem in the substandard performance:
There is only one way out – for the city to create and support an orchestra as a civic
duty, to stabilise the personnel, buy suitable instruments, enable it to train new players,
and allow it time and exposure enough to evolve its own style and traditions.  Given the
facilities a man like Buehler could work wonders.  Considering Bombay's importance,
affluence and cultural pretensions, is this really asking for jam? (Our Music Critic 1976:
4)
Once again, the orchestra was bound up in discourses surrounding Bombay's development as
a global cultural city, with the values of those who supported Western classical music conflicting
with values of the local government, which did not recognise or support the notion that Bombay
needed an orchestra. 
In 1980, internal arguments over the future of the BCO occurred and the orchestra split into
two; one half continuing on under Dinshaw as the Bombay Chamber Orchestra, and the other
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becoming the B.P. Salon orchestra40 under former BCO conductor and violist Parvez Doctor.
Dinshaw, during this difficult time, was left with only five regular members and was nearly obliged
to discontinue the whole enterprise (Dinshaw, 2014. Personal communication, 21 Feb).   Her friend
Josic Menzie, a musician, teacher and band leader from Bandra stepped in to help and sent his
young pupils down to town to fill the gaps in the orchestra, as Dinshaw recounted: 
This teacher from Bandra who was excellent, Josic Menzie, phoned me and said not to
worry Jini.  I will give you my pupils, I'll be there on Sundays to see that they work, I
will take them through every day in the morning, and you bring your pupils.  And we
formed this junior orchestra. (Dinshaw 2014. Personal communication, 21 February)
With help from Menzie, Dinshaw rebuilt the BCO's membership, but was soon faced with
another problem; Buehler did not wish to continue on as conductor, and Dinshaw did not have
anyone local to fill this particular gap.  She  called a British cellist friend to ask whether there was
anybody willing to come to Bombay and conduct her orchestra on a short term basis.  The cellist
offered to provide the funds to support a conductor for a full nine months and, in 1983, sent out a
young African-American conductor named Charles Darden.  Darden trained the woodwinds and
brass and conducted the ensemble, whilst Dinshaw trained the string section.  They put on three
concerts during Darden's nine month tenure in Bombay.
Dinshaw has continued to use small donations from regular philanthropic supporters to
sustain the orchestra by bringing guest conductors from abroad,  supplementing the wind and brass
sections with guest instrumentalists, and bringing in guest soloists as often as four times a year.  She
informed me that often used her contacts from the UK to aid her in these pursuits, but also used a
myriad of international links that she had built over the decades. At the time of writing the BCO
40 B.P. standing for Bharat Philharmonia.
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continued to perform canonic Western symphonic works and drew its membership mainly from
local amateur players, supplemented by wind and brass players from local police and navy bands
and a few players brought from abroad.  Many regular members of the BCO had been taught by
Dinshaw and are fiercely loyal to her, going to great lengths to maintain their membership of the
orchestra. 
Dinshaw continues to describe the orchestra as an educational institution, with its primary
aim the provision of orchestral training to young aspiring musicians.  The orchestra does struggle,
however, with maintaining membership, attracting funders, and attracting audiences.  As is a trope
in the history of the orchestra in Bombay, audiences are not always forthcoming; Dinshaw informed
me that they had, in the past, filled the thousand seat capacity Tata Theatre at the NCPA.  I played
in three concerts throughout 2014, the last concert had an audience of only a few hundred. 
2.1.3  The B.P.  Salon Orchestra
The B.P. Salon Orchestra, after breaking with the Bombay Chamber Orchestra in the early
1980s, continued on under the baton of Bombay-born Parsi conductor Parvez Doctor.  Doctor,
unlike Dinshaw, did not wish to import guest conductors and instead set about building local
membership for his new ensemble.  The B.P. Salon orchestra played in concert halls and performed
at functions, providing a mixture of classical, 'semi classical' and 'light' music, according to one
archived advertisement (BWW News desk 2010).  
The B.P. Salon orchestra, again unlike Dinshaw's BCO, drew many members from
Bombay's Bollywood industry, supplemented with local amateur performers, younger students and
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music teachers.  Due to his use of professional Bollywood musicians, Doctor often paid members
for rehearsals and concerts and was generous in providing post-concert meals, though at a personal
cost to himself rather than due to regular financial support (Doctor, 2014. Personal communication,
13 August).  It was a constant challenge for him to entice performers away from their work in the
film industry for rehearsals and performances, though several ex-members of his orchestra assured
me he was an excellent conductor.  Doctor's use of Bollywood professionals sometimes attracted
derision from members of Bombay's Western classical music scene, with one informant recalling
being told that the B.P. Salon orchestra was 'full of filmwalas', and thus not worthy of serious
attention (anon. 2014. Personal communication).  
The tension between amateur and professional can be viewed through a somewhat different
lens in the case of the B.P. Salon Orchestra: here was an orchestra not simply attempting to
professionalise itself as an institution, but actually competing with Bollywood as the primary
employer of professional musicians.  Doctor did not see film musicians as unworthy of membership
of his Western classical orchestra, rather, he was constantly attempting to entice musicians away
from the lure of steady and well-paid studio work.  Unfortunately, he was not able to provide the
security and funds necessary to maintain loyalty in members despite the affection many held for
him personally, and was often obliged to hold rehearsals and concerts at times which did not clash
with the film work schedules of his members (Doctor 2014. Personal communication, 13 August).
Fernandes has remarked upon a similar problem in Bombay's jazz band scene, whereby several
highly regarded jazz musicians were drawn to the security and money associated with Bollywood,
leaving the jazz scene bereft (Fernandes 2012) . 
 Circa 2012, Doctor became too elderly to continue conducting.  He had driven the B.P.
Salon orchestra as conductor, organiser, administrator and provider of funds.  Without him the
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orchestra faded into obscurity. 
2.1.4  Josic Menzie and the Pops Symphony Orchestra
Goan musician Josic Menzie was born Josico Menezes in the Seychelles (Date of birth
unknown), and had changed his name on the advice of a jazz band leader who had suggested to him
that Josico Menezes was “too much” to pronounce (Fernandez 2012:83).  Menzie had learned to
play the violin in England under Professor Sweeting, a violinist in the London Symphony
Orchestra, before travelling to Karachi to lead a dance band.  In the 1930s he moved to Bombay
where he worked as a musician playing for silent films, for hotel jazz and dance bands bands, and
for Craen's Bombay Symphony Orchestra (Fernandes 2012).  A multi-instrumentalist, Menzie
played reed instruments as well as strings.  He also taught and arranged scores, and within a short
space of time he had garnered fame in the city as one of the most talented musicians in Bombay
(Cordo, 2014. Personal communication, 11 August).  He was a resident of Bandra, the location of
his Pops Symphony Orchestra, which he formed in the late 1960s and which continued until the late
1970s.  
I spoke with Bandra resident Celeste Cordo, a musician and conductor who was an ex-
student of Menzie.  She described Bandra during the time of Menzie's orchestra:
...in fact in the place where Josic lived, that’s not far from here, in a place called St
Theresa's parish, every second house there was someone learning an instrument.  Piano,
violin, clarinet, every second house there would be someone learning an instrument. The
Christian community but also the non-Christian community came in to learn. See
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